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0 L D E N S T A R S"
L. Streabbog

To be studied with Lessons Nos. 13 to 16

NOTI:& It yc u are- a beginner i n Sherwood's Piano Course, you shculd practice
this piece according to the instruction given below. If you are a teacher
using thi s a ~ teaching material, the same important instruction is +.o be observed in c1ving the lesson. To facilitate this, JOU should 11J8 r k these salient
points on 7our teaching copy.
The title of this little waltz sug1ests brightness and sparkle. This
Let expression beautify your execution of this
piece as the golden starlight enhances the night. How dull and gloomy is a
ni1ht without stars1 so will the playing of your piece lack interest to rour
hearer it 7ou tail to bring out the proper expression. Notice how the openinc
measures with the single melody tone suggest the star twintling in the heavens,
crowing brichter and then perhaps dimmed by a passing cloud.
ia what 7ou want to bring out.

The composition is written in the usual waltz time, that is, 3/4 time,
aa indicated by the Italian words "Tempo di Valse", meaning, in the time of a
walt1. The time is explained most carefully in Lesson No. 15, which 7ou are
to review. The stronc accent co~es from the first count or beat. Bring this
out verJ clearl7 in your pla7in1, as this accent will give the rhythm which is
desired. Try to feel thts recular recurrence of accent.

Begin softl7, as indicated b7 the letter " p" in the fhst measure,
which is an abbreviation of the Italian word "piano", meaning •softly".
Qontinue to play in this manner until rou reach the crescendo mart in measure
14, leading to the letter "f" in Measure 16. Tbe letter •t• stands for the
Italian word, "forte" meaning "loud", and this measure 16, together with the
two following measures, is played with a strong, firm touch. Please notice
the accents in Measures 16 and 17, and be sure to bring them out most carefull7. In measure 19, t .he two letters "mt", are an abbreviation tor the two
Italian words •mezzo forte", meaning "medium loud"f consequently, rrom this
measure to Measure ~3 you are to play with a moderately loud t oTI~ . In Measure
28, see the letter "p" which indicates that you are to plav softly until 7ou
reach the nezt indication •mf", in Measure 27, etc.
Lesson No. 14 ezplains how you are to play the chords occuring in
the bass. Review this lesson. Also observe all rests by raising the hand
from the keyboard.
In measure 3, before the note F in the treble, see the sharp sign which
is repeated several times throughout the piece. Lesson No. 13 explains this.
The ~ harp placed upon the r line in Measure 23 signifies that there has been a
change of key, as explained in Lesson No . 15, fr 0m the key ot O to that of G.
inue to th6 end of Page 3 of the piece, where you wil t not ice the
mark "D. C. ~ 1 Fine", meaning that you are to return to t he beginning of the
piece and repeat to Measur e 32, where the word "Fine• occurs, meaning "end".
a~ ~
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UNIVERSITY EXTENSION CONS!RVATORY,
CHICAGO, ILLINOIS.

"T H E H A P P Y F A R M I R"
By Robert Schumann.
Opus 68 No. 10.
To be studied with Piano Lessons Nos. 25 to 28.
NOTE1 A beginner should practice this piece according to the i nstruction
given below. A teacher using this as teaching material should observe the
same important instruction, in giving the lesson. To facilitate this, 1ou
should mark these salient points on your teaching copy.

The title of this composition suggests the picture which you wish to
bring out in the playing of it1 the happy and contented farmer, singing this
song as he goes about his work. It is in the springtime of the year when everr•
thing is beautiful and gree n, and he i s singing his jo y at prospect of the big
harvest ahead. Bring out this happy element in your playing of the piece, and
mate it really a song of joy and c ontentment. The melody, which is contained
in the bass, brings out this idea perfectly1 so much s o that this composition
is one of the great classics, and is played with as much enjoyment today as
when written by Robert Schumann, the great composer, nearly a hundred years ago.
It is written in the key of F maj or, indicated by the signature
B fl a t, and is in 4/4 time. The piece opens with a rest
in the treble ·and
I
an eighth note in the bass. Review Lesson No. 27 for the explanation of
dotted notes, as this is very common throughout this piece. Study the time
in the treble very carefully, and notice that tho chord s in the treble are
plared upon the second half of thA f i rst and th 1 r~ beats, and the firat half
of the second and fourth beats. Upon Count "l", the hand is raised1 on the
"and", play the chord1 repeat this chord on Count 21 raiae the hand on •and",
keep it raised for Count 81 play the next chord upon the "and"I and repeat this
same chord upon Count 4, ra i sini the hand on the last half of thi s count, "and•.
The tempo is indicated by the word "Allegro" at the beginning of the
piece, which mea i s "lively". Therefore, you are t o play this piece in a livel7,
quiot manner.
Review Lesson No. 19, and follow the principle containen in this lesson
for the ~laying of the melody written in the bass. This must stand out
very prominently, and therefor~ you must play with a firmer ton( than you
play the chords in the right hand, as the treble throughout the greater part
of thts piece is. merel7 an accompaniment.
To get the correct hand and f ~rearm actton, turn to Lesson No.
practice the movements caretull7 before pla1ing the piece.

2~,

and

In Measures 9, 10, 11, 12, 16, 16, 17 and 18 you will see that there is
a melody contained in both the treble and the bass. Now the chord s accompany•
ing it are still contained in the treble too. You must bring out both of these
melodies very clearly. Accent the first note in these measures where so marked.
Review Lesson No. 28, Paragraph 2, and combine the principles contained in this paragraph with the suggestions on "How to Study" and appl7
them to your practice of this piece. Do not use the pedal, but keep up the
practice outlined in Lessons Nos. 20 and 25, so that you are ready to use
it in the next piece.

P. Inat. CS

UNIVERSITY JCITENSION CONSERVATORY
CHICAGO ILLilfOIS

•B L U JC T T I

WA L T z•

B7 1. B, Duverno7,
Opua 271, Ho. 1.
To be studied with Piano Lessons Hos. 33 to 36.
This pretty little waltz opens with an Introduction of eicbt mea1ure11
then follows the waltz proper, wri.tten in the usua'i waltz time - 3/4. It is in
the te1 of G, having one sharp (r sharp) for its signature. The piece is to be
pla7ed moderatel1 fast, as indicated b7 the words •Allegretto Uoderato•.
The introduction is pla7ed ver1 sottl7. Notice the accen~ on the
hich tones, and brine these out clearly. The Walts part opens softl7, tut in
measure 9 7ou will see the term "piu forte", si1nif7ing 1hat it is to be pla7e4
a little louder than previ,ously. Again, pla1 a little more softl7 until 7ou
reaoh the second repetition of this term. At the bottom of the second pase,
eee the word, •1e11iero" meaning lightl1 and swiftl7. The "ff" at the end of
the piece, standing for the Italian word •rortissimo•, means ver7 loud.
Remember that the most important element in the playing of all dance
mualc is the rh7thm. Read over ver7 caref ull7 our first letter on "Ho• to
Practice•, and ~esson No. 15, last paracraph, and with this in mind, be sure
that JOU brine out the rh7thm ,of this piece olearl7 and distinctl7, with the
1tron1 accent on the first beat in the measure.
On page 2 at the end ot the tourib line, 7ou will notice an Y natural
in both staves. This mean~ that you are now to pla7 in the tey of C until 7ou
come to the repetition of the first melod7 on the last pace of the piece where
it a1ain returns to the te7 of G major, indicated bJ the r sharp.
In Lesson No. SS, 7ou have learned about triplets. Please review
thia lesson carefuil7, and follow the explanation given in it for the pla7in1
ot \he triplets contatned in this piece. Al so see Lesson No. 34 for in1truotion in recard to scales, There are several places throushout this piece,
where 7ou pla7 acale pasaagea. lhen doing so, be careful that JOU use the
thumb IXACTLY as 7ou. have been taught in this lesson, and foll ow the fin1erin1
1iven, Th• correct hand action trom the wrist, used in pla7in1 the chord•
contained in this piece, has been explained in Lesson No. ·36, which JOU are
to review ver7 oaretull1!
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No. 2.
By Ludwig van Beethoven
To be studied with Piano Le s sons Nos. 53 to 56.
If you are a bigtnner in She r wood's Pi ano Course, :vou should practice
this piece according to the i nstructions gi ven below. If you are a teacher
using this as teaching material, ~he sama imp0rtant instruction is to be
observed in giving the l"3sson. To facili t ate this you should mark these
salient points on your tAacbing copy.

NOTli

I

You have here an example 0 f t.'.1. e Sonata written by the master of tbit ,·..
form ~f composition - Ludwig van Beethoven. The Sonata proper consists of
three divisfons known as the Expositi :n, the Development and the Repetition.
The first section gives the theme 0r ~n el o d y , the second develops the theme
.w ith variations, etc., and the thi rd s ectlon repeats the original melodJ•
\.;

This sonata in the key of F major has the principal theme (or subjeot) given in the fir~+. 18 mea sure s , call ed the "Exposition" of the theme,
followed by the "development" • . N6 il1ce how· Beethoven has varied this meloclJ
b7 changes of key and ton·e color, while maintaining the original rhythm.
Bring out these changes very clearly and distinctly.
·
In playing Beethoven, we do nnt grade the7 "crescendo", "diminuendo•,
"forte", · etc., as we do in playing work nf ot her comp,e .sers. The oharaottr
of Beethoven was so forceful A.nd determined that thes &:.-quali ties show ve17
clearly in. his compo s iti onst cons equently, t he change s~· mu s t be made as quiotlr
and as detini tely as they are mark·"d in :l rder to bring out the real interpretation. This section closes with a "cresc endo", the chords being pla7ed ve17
"staccato" and "torte".
· The next section is the Ronno, which is played in a · ver7 livel7,
vivacious manner. This movemen~ .i ..s al•riays of a gay, light character, and
consists of the same theme repeated ove r and over. Play the melod7 verr
"staccato" and brightly. Then follo ws a ehang~ of melody, played with a
strong "forte" touch. The long con~ecti ~ g passage of sixteenth notes in tbe
treble with chords in the bass, leads back to the fi.rst melody of the Rondo.
A new melody enters, which is played softly, and has a touch of sadneaa in
tt. Bring this out in contrast to the gay, bright character of the previou1
melody. Repeat thi.s passage before ple.ying the last melody of the oompoai-

tton 1a7ly and brightly.
'.

r
The Rondo. closes wi t.h a crescendo passage played "ad.libitum•,
which means that you may choose your own temp ~ . In doing this~ be guidtd
b7 your technical proficiency, but 1et the tempo be as nearly that indicated
a1 ponible.

. " i\ ''. ,...Itltt. . 11.
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T Z I N G D O L. L I E"
"Valsee Poupante"
BJ Ed. Poldini.

To be studied with Plano

Les ~ ons

Nos. 73 to 76.

NO'fE: H you are a begi;,ner c' r advanced st udent i. n Sherwood's Piano
you should prac t ice this piece acco r ding to the instruc•ion given below.
t~aching material, the same i~ p o rtant instruction is to be observed i n gi ving the le s son. To facili t at P this, you
should mart these salient points on your teaching copy .

Cour ~ e,

If you are a teachti r usi ng this as

This delightful little comp ·,siti on with its contrasting t "i e111es and
color gffArs un l imited o pp ~ rtunitie ti f or in te rpretatio n, and ha ~ become a
ite number with many of the famous conc ert artists of the day. Imagine a
ture doll orchestra anno uncing the waltz rh ythm followe d by a pause, then
entrance and wi+.h the rhythm strongly ' marked.

0

tonfl
favorminia- .
the

The indicati i.ns 0 f "piano" and "schff rzand n" at the beginning of the meiody
gives the key to thR tempo And interpretati n of thi s section of the composi tion, which mu Rt be played in a very liv~ ly, interestlng wa v. The ~ ~xt section
cp en~ with a contrasting theme in ~ ctave s strongly a ccented i n t 1 e treble and .
connected with the legat r touch. Imagine thA -ri i riiatu r e orches t.ra playing thh
ttieme with a f'lettting imagA of the waltzing d0ll sugg e;; t P. rl in the l ight pasR ages of staccato sixteenth and eighth n':- tes. The temr o is incr e·· sed in this
section and thEi accen t s .must be !' trongly brought out in order t ·:' mairitain the
rhythmic etfort desired. Notice the indication "forte" i n the 13th, measure
fellowed by the chord and the rest. Play this chord with a very staccato touch.
· The original melody or theme reappears for an in s tant in a new key,
played ver:y softly and staccat ., . This l eads back in t o the mel "dy play ed by the
octaves and to the repetition of the fir s t theme in the ~ riginal key. Repeat,
as indicated by the doubl ~ endings. Practice ~ . hese sc a le passages ve r y careful l y
until you can play them fluently.
A connecting passag e Jeads back +n ~he fir ~ t theme, which is played
, softly and with a noticeable "decrescend o" t n the e nd or the pi ece. Notice the
last three measur~s marked "smcrzando" . Thes e must be played ~1 th a light,
f leeting touch , suggesting the disappearanc e o~ the doll.
In playing this cnmpo sitio n, bring nut the melody clearl ~ ab ove the accompa rd mfrn t. The c -mpo "' er has shown great skill in imparting variety and intere s t t · the theme by frequently changing lt from the tr ~ ble to tl ~ bass, and vi ce
v i;r ~ a .
Di '1d let t. his confu~e you. Play both 1-1arts separately, and decid e
.vhich is the mo :; t important. melody; t.he n bring nut this one above the accoinpanyi~ I melody or chords.
Refer t o Lr:·ssons Nos • . 66 and 75 for Legato octaves.
" 73
" Melodic voicing .
" "
"
• 36
• "
" Staccato touch.
•
•
151
" Accents .
"
Inst.
115
P.
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C H 0 R 0 S"

Arrangement by Gustav Lange,
From "Tannhauser" By Wagner.
Opus 321, No. 1.
To be studied with Piano Lessons Nos. 93 to 96.

If you are a beginner or an advanced student in Sherwood's Piano Course, 7ou
should pract i ce this piece according to the instructt ons given below. If you are
a teacher us i ng this a r teaching mat eria l , t he same important instruction is to
be observed i n . giving the lesson. To fac i litate this, you shoul~ mark these
salient points on your teaching copy.
This immortal chorus takes one back to the days of chivalry and knighthood when frequent pilgrimages were made to the h) l y shrinns and knights devoted
their lives to prayer and works of piety. "The Pilgr ims Chorus" from the famous
opera of "Tannhaus 1°r", by Richard Wagner, expres s es this devout spirit. Picture
the distant pilgrims chanting this wonderful t heme, and gradually approaching
nearer and nearer. This effect is produced by announcing the theme softly, and
gradually increasing the tone volume from "p" at the beginning t o "ff" at the
cloae.
The compositi on opens with a sl ow, state l y theme, in the time of a march,
representing the chanting of the pilgrims. This strict march tempo must be
maintained throughout, and the me lady played very clearly s.nd distinctly. In
practicing it would be well to play the malo~y al one, in order t o fix it clearly in mind, then combine it wi t h the acc ompaniment, taking care to accent the
mel odic notes. Follow the indications "p", "crescendo", etc. and increase the
tone volume very gradually, thus suggesting the gradual a pproach cf the pilgrims.
In the section opening in the key of E flat on page 3, you will observe
that the melody occurs in octaves in the trebl e , and an accompaniment in the
form ot triplets is contai ned in both treb l e and bas8. See less on No. 90 for
the illustrati on of melodic t ones with the accompanying figur e !or the right
hand. Note the instruction given here, and follow the same instructions for
the playing of thi s passage, i n order that t.h e MELODY MAY STAND OUT CLEARLY
ABOVE THE ACCOMPANIMENT.
Next follows a section containing the melody played in strong forte
chorda in the treble with the acc ompaniment of s ixteenth notes in the bass. This
gradually merges into a passag e wherein the acc ompaniment alternates from treble
to bass with increasing tone volume, until the original theme ts again played
with a forti s simo touch in the passage marked "grandio s o", meaning in a big,
broad style. Play the theme in this passage with all possible strength.
Frequent arpeggios occur throughout the work, which closes with a passace
of brilliant arpeggios marked "crescendo molto", leading to the f ioal chord.a.
Refer to Lessons Nos. 93 and 94 for Legato octaves.
tt
" "
" 90
" Voicing and Accompaniment.
" Chord action for triplets.
" 36
"
" "
75
Legato touch.
"
"
"
"
"
•
62
" Arpeggios.
"
"
P. Inst. 19.
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One of the practical things to learn when commencing the study of music is the meaning of some of the different characters used.

The Staff-Notes
Illustration No. 2 '
Tones are expressed to the eye through characters called notes, which are written
on lines and the spaces between them. The group of five lines and four spaces between
them, as shown in Illustration No. 1, is called the staff.
The characters you see written on the staff in IHustration No. 2 are called notes.
For naming the notes placed upon the lines and spaces of the staff the first seven letters of the alphabet are used, A, B, C, D, E, F, G.
As you have doubtless observed in the use of your own voice and in listening to the tones produced by other voices and on
different instruments, you know that ther~ is a great difference in the pitch of ton~s. Some are so low they are little else than a
rumble, as the very low tones of a bass viol, pipe organ or piano. Others are loy,., but can be sung by a deep bass voice. Others
are about the pitch of the ordinary speaking voice, Others higher, that oan easily be sung by a soprano voice. Others still higher,
beyond the range of any human voice, as the high tones of a piano, flute or piccolp.
We determine how high or low the pitch of a note is by its position on the staff. In pianG music we have two staves, one on .
which the low or bass notes are written and another on which the high or treble notes are writt'en. It is interesting to k~ow that
Illustration No.

l

I .. r EJl

f

Illustration No. 3 (The Great Staff)

~

Illustration No. 4
F
0 E

E

: c

8

~
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EF
0
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F C

0 E
8c

~

c

~

E

MIDDLE C
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e,.
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J___\

c

CA

- A
8 F

- --- ..........

-.--:-.

many years ago they used only one staff and it had eleven lines, as seen in Illustration No. 3. It was called the great staff. In
reading music so many lines and spaces together were confusing to the eye. It was later divided as in Illustration No. 4. Each
staff contains five lines and four spaces. \ C was the middle line in the great staff, hence its name "Middle C." It was not included
in the two staves so it is always written on an added line above the lower staff or below the upper one, as in Illustration No. 5.
As it was convenient to add several-lines and spaces above and below the two staves, they are written for practical use as in
Illustration No. 6. The space between the two staves is about the same as the width of one of them.
Hlustration No. 5

...

This character
is called the "F" or bass clef, and is placed at the beginning of the bass staff
as in Illustration
No. 7, to distinguish it from the treble staff. This sign starts on the fourth
Illustration No. 7
line and curls around that line. The dots are placed one above and the other
below the line. As the note "F" is written on this line in the bass clef, this
feature of the clef is an aid to the pupil in locating that note.
:

?'

;>t

•
Illustration No.

I

We will first learn the notes on the bass staff.

6

Beginning at the bottom we
number the lines and name the
notes placed upon them, as in
Illustration No. 8.
Beginning at the bottom we
number the spaces and name
the notes placed upon them, as
in Illustration No. 9.

Illustration No. 8
Notes on lines of the bass staff.

___.... The note on the 5th line is "A."

5 .....···:::...- - The note on the 4th line is "F.''
~ F e < & ····.·.........- --The note on the 3rd line is "D."
8 ~~e~ ::: ..................·-The note on the 2nd line is "B."
~~

l

1
. I ...........- ............The

note on the 1st line is "G."
Illustration No. 9
'
Notes on spaces of the bass staff. ___ _ The note on the 4th space is "G."
,.
[ S). C \) ~ 1··.-. ·.·.-_-_·::~...............-·The note on the 3rd space is "E.''
c \)
.......................- --The note on the 2nd space is "C.''
AU
.............................. The note on the 1st space is "A."
Ge

Illustration No. 10
In Illustration No. 10 you will observe that the note on the fourth space bears
the same name as the note on the first line, both being named "G." This is because
the second "Gv is a duplicate in pitch of the first, an octave (eight tones) higher.
A!!J t\!<? _ton~ having the Ji~l!le name a_r_e du11licat~i11.Pitc!i andj~ is_fgr_t]J.is reason ._
that we need only the first seven letters of the alphabet in naming the tones. As
123
4
5
fl'l89
the notes having similar names have different locations on the staff this duplication of names is not confusing when learning or
reading the notes.
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This character
to distinguish it

~

is called the "G" or treble clef, and is placed at the beginning of the treble staff, as in illustration No.
from the bass staff.

t

Illustration No. 1

~

~

\rg

The end of this sign curls around the 2nd line of the staff. As the note "G" in the treble clef is written on chis
line, this feature of the clef is an aid to the pupil in locating that note.

Notes on spaces of the treble staff:

Notes on lines of the treble staff:

·

~

Illustration No. 2

Ee

Illustration No. 3

_... The note on the fifth line is F.

~ --:::.- Tho no<o on <ho fourth lioo ;,

6~

~

D.
··::::...- ... The note on the third line is B.

iJ 0 0"'

::................ The note on the secon_d li~e is G.
- -·-·-The note on the first lme IS E.

_FU

AO

----- Tho
C \)~:::::::.~......- - The
...................... - ..- ·The
_
...................- -The

no•oin<ho f~rth •ptto i• E.
note in the third space is C .
note ~n the second spa~e is A.
note m the first space 1s F.

You will notice that the same letters of the alphabet are used in the treble clef as in the bass clef, but that their positions
upon the staff are different.
In illustration No. 4 you see all the notes on the lines and spaces of the two staves. Also the notes on the first space above
and below the staves, and middle C on the added line, which has already been explained.
Illustration No. 4

I'!tJ~'::::::::::::::::::::::::::::::::::::::::::::::~~~~i:i~~~~~·~-~~·~a~w~~~·
- - ...., : ::.
.-The note on the first space
0

••

~

"' •

--

..

-••

•I OD l (

P--

-- --

. --

..._

,,,,...._

~'7

-

L

....

C -

t-e<"~.:.:::

.. a. - -

••.........•..•.......•...... •

••

•~en.----- - ---·····------··------------·-·--··········-···

below the treble staff is D.

···The note on the first space
above the bass staff is B•

-

Illustration of a complete piano keyboard with letter names of white keys only.
ing lesson.

Names of black keys will be given in a succeed-

Illustration No. 5

ABCDEFGABCDEFGABCDEFGABCDEFGABCDEFGA6CDE16ABCDEFGABC
M100Li i.c"il
J

,,t.,.

...3

'f

o'

The average piano keyboard is 7,0 octaves in length (an octave is the distance between eight tones, as from C to C, E to E,
etc.) The keyboard of an organ and of some pianos is shorter, but the names of the keys are just the same as those given in illustration No. 5.
The first seven letters of the alphabet are used in naming the keys on the keyboard, the same as in naming the notes on the
staff. You will observe that the keyboard is composed of groups of keys, each group containing seven white keys and five black
ones. The names of the keys and their arrangement are the same ih each group. Each group of keys may be divided into two
blocks, one containing three white keys anq two black ones, and the other four white keys and three black ones. C is always found
to the left of the two black keys, E to the right, and D between them. F is to the left of the three black keys, B to the right, G
between the first and second counting up, and A betwee·n the second and third. When the names of one group are learned they
are all learned. Notice carefully the location of middle Con the keyboard. (See illustration No. 5.)
NOTE-The pupil is expected, in studying these lessons, to make sure that every point ·in each lesson be perfectly undeL'!tood
and learned before proceeding to the next. The examination questions must be answered without any reference to the text of the
lesson or without any help from anyone. It is only in this way that we ·can know what progress the pupil is making.
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A Course of Piano Lessons
By WILLIAM H . SHER WOOD

Physical Exercises, in Up and Down Action, Preparatory to the Use
of the Hand and Forearm at the Piano
As a preparation for the many uses of th e hand and forearm at the keyboard, we wish yo u first to learn to discriminate, by
means of the following physical exercises, in th e use of th e five different joints (the shoulder, elbow, wrist, large knuckles and second
joints of the fingers) of the hand and arm , which can be used independently of eac h other in m akin g movements up and down.
Althou gh some of th ese exe rcises, viz: Nos. 1, 2, and 4-a, are not tc be practiced at the keyboard, ye t th ey are appropriately
included in this lesson, because the physical control or staying power they develop in the muscles of the upper arm and shoulder, is
directly applicable, as well as indispensable, to practical keyboard t ec hnic.
Every player, in order to avoid "b reaking down ," in long, crescendo run s, octave passages, etc.-req uirin g sustained effortmust cultivate rt'ser v e power. This is the ability to properly balance th e " Aexo r" or lift ing mu scle, by mea ns of which he can
sec ure adequate poise of w hateve r preparatory position may be requ ired before playing, aga in st hi s "ex tenso r" or lowe ri ng muscle ,
which is used in th e act of playing. '' T hi s balancing of the player's forces, is. at once, th e sec ret of hi s power o f e·,1durance and of
his co ntrol ove r agreeable tone quality of whatever variety (in staccato or legato) , or of degree (from pianissimo to for ; issi mo)

In th eir zeal for striking th e keys, this all important m atter of due preparation is far too generally neglected by both t eachers and
students of the piano-with disastrous tonal consequences as the resu lt.
Th e root of a th ing is seldo m see n on the surface, and the student will sense the full value or this discipline, only in proporti0n
as he gai ns th e desired co ntrol throug h daily practice of these movements, and learns to apply the same to musical purposes, as
directed in subseq uent lessons of th e Course.

In addition to the directions given for
th e practice of each particular exercise,
th e rules enumerated below must be
strictly observed in all of them.
1.-Before beginning any movement observe the
precise position fo r th e moveme nt as shown
by the given illustration.
2.-Practice each exercise, first, standin g erect
and away from th e keyboa rd , the bette r to
obse rve necessa ry detail-although Exe rcises
Nos. 3, 4-b, and 5 are available, al so, at
th e piano.
3.-A lwa.ys practice th ese exercises in the precise
order herein illustrated.
4.-Before beginning any movement mak e sure
that th e musc les are in an easy, rel axed condition.
5 .-Durin g th e practi ce of every exe rcise, whi le
making th e req uired action from any one
joint , tak e pains not to bend any of the
other joints in qu esti on. In mak ing this
distinction, however- in order, to avoid all
overst rai n and st iffe ning of th e muscles-be
carefu l to exe rt on ly such moderate tension
as is needed to hold th e non-be ndin g joints
quiet and steady, during action atthe moving
joint specified.
6.- Avoid all sud den, jerky motion, by practi cing every exe rcise slow ly a nd stead il y,
with absol ut ely even balance between the
lifting and lowering energies.
7.-It is espec iall y desirable to begi n th e day
with thi s physical drill. P up il s of normal
st rength should practi ce each exe rcise from
fou r to six or more tim es in success ion,
alterna tin g th e practice of each, betwee n the
right and left arm , or membe r in qu est ion .
And , inste ad of doing all of th e exerci es
at one practice period, the stud ent shou ld
di stribute th em, in orderl y succession, over
all of the d ail y practice periods, in order
that he may have time to keep due proportion betwee n th e muscul ar and musical
efforts required for his artistic development.

Exercise No. I
To Move the Arm from the Shoulder

Illustration No. 1-a

In preparation for practicing this
exercise, hold the arm close to th e body,
with the finger tips aiming straight
downward. Concentrate your thought
Copyrig ht 1906, Siegel-Myers Correspondence School of Music
Revision Copyri ght 1912, Siegel-Mye rs Correspondence School of Music

llluatration No. 1-b

upon the condition of the arm. l s it stiff and full of tension, or is tt free and relaxed? Relax it thoroughly, letting it han as a
dead weight. Now, if you attempt to raise it in this condition, the joints of the elbow and wrist naturally will bend. This is not
correct. Therefore , get just sufficient control of these joints so that they will not bend, and yet be careful that there is no stiffness
of th e muscles. Now, lift the arm slowly and steadily, bringing it up in front of you to the position shown in Illustration
No. 1-b. Do not swing the arm up suddenly, but lift it gradually, observin g, at the same time, that the muscles of the
shoulder bear the weight of the entire arm. When you have raised the arm to the position shown in Illustration No. 1-b,
bring it slowly back to its original position. In brin ging the arm down in this way the muscles of the upper arm and
forearm wi ll act as a restrainin g force. The tendency will be for the arm to drop suddenly, but by moving it back slowly the
muscles will be given exercise that
will assist you in developing them
and in gettin g control ove r them.

Exercise No. 2
To Move the Forearm from
the Elbow

Holdin g th e upper arm close to
the sid e and slightly in front of the
body, as shown in lllustration No. 2-a,
move th e forearm up to th e position
shown in Illustration No . 2-b; then
move it down again to the position
shown in Illu stration No. 2-a, its full
len gth of stroke. Keep the wrist and
fin gers in an unbroken line from the
elbow, however, and be sure to hold
th e upper arm close to th e side, with
just enou gh restraint to keep it steady
during th e forearm action.

Exercise No. 3
To Move the Hand from the Wrist

K eep th e upper arm at the side,
as in Illu stration No . 2-a, and the
forearm in a fixed position, h eld in
front of the body and at ri ght angles
to it , with a straig ht line from the
wrist to th e fin ge r ti ps. Move the
hand, from th e wri t, alte rn ately up
to th e po ition hown in Illu stration
o. 3-a, and down t o th e position
show n in Illu stration No. 3-b, usi ng
the fullest length of stroke possibl e.
Some stu de nts will probably be able
to move th e hand fa rth er up and down
from the w rist than herei n illustrated .
When practicing th ese exercises, carefully discriminate between th e actin g
and th e restrainin g force. In the case
of th e hand action from th e wrist, the
hand is the acting force and the foreIllustration No. 2-a
arm th e restrainin g force. An uncon·
Illustration No. 2-b
trolled t end ency would be to allow
the forearm to sink with th e up-hand motion , and to rise with th e down-hand action. Such t end encies must be avoided and overcome.
By c~ref~ l analysis of th e condition of your hand you will get to "sense" , wh en practicin g this exe rcise, th e weight of the
~ and, w:h1ch 1s perfectly controlled, out is not stiff and tense. This exercise, if practiced carefully, will be of special help to yo u
m enablm g yo u to control yo ur hand in playing rapid , light work. There is always a t endency to allow the weig ht of th e hand to
rest too heavily upon the keys. Th is interferes with good results in rapid work.

lUustration "'Ne. 3-a

Illustration No. 3-b

Exercise No. 4-a
To Move the Fingers from the Knuckles

Starting with the hand extended, as shown in Illustration
No. 4-a, with the forearm in a perfectly level position, again at

Illustration No. 4-a

Exercise No. 4-b
To Move the Fingers from the Knuckles

Hold the hand in the usual playing position, with curved
fingers , as shown in Illustratio;i No. 4-c, and move the
fingers in unison down from the '.<nuckle joints, as shown in
Illustration No . 4-d. Take g1eat care to prevent the hand at
the knuckle joints from rising with the down motion of the
fingers and from sinking with the up motion of the fingers, or
otherwise moving in an uncontrolled and unnecessary manner

Illustration No. 4-c

Exercise No. 5
To Move the Tips of the Fingers Starting
from the Second Joint

Holding the hand extended, with the knuckle JOmts firm
and in a straight line from the wrist, as shown in lllustration

Illustration No. 5-a

right angles to the body, and with the elbow at the side, move
the fingers from the knuckle joints down to the position shown
in Illustration No. 4-b; then up again to the position shown
in Illustration No. 4-a.

Illustration No. 4-b

In Exercises Nos. 4-a and 4-b the muscles of the hand are
exercised, while the wrist and forearm are kept relaxed, as usual.
The knuckle joints act as pivots and the 'fingers are moved up
and down from these joints. The tendeney will be to allow
the knuckle joints to rise when the fingers are moved downwards.
Unsteady knuckles must be avoided.
This exercise -will aid you in loosening all the knuckle
joints and strengthening th.em, and it will particularly strengthen
and develop all the muscles in the main part of the hand.

Illustration No. 4-d

No. 5-a, draw in the tips of the fingers from the second joint
to the position shown in Illustration No. 5-b. Notice that the
fifth finger is held slightly lower than the others, inasmuch as
it is a shorter finger, which, to make a no longer stroke than
the others must be held in this position. Take care, however,
not to sink the supporting knuckle of the fifth finger.

Illustration. No. 5-b

The Same Exercises in Other Positions
The Foregoing Exercises Should All Be Practiced with the Members in Different Positions
From Those Given, as Explained in the Following Paragraphs
Do not attempt the practice of these additional exercises , with their respective changes of position , until you first fully un<jerstand
how to practice each of them in its original position.
:,•
It will be found useful for the further physical training of the player, to practice a given exercise to the right , or to the left ,
of its original position. As a result, oth er angles of position are formed by the movement. The following illustrations sufficiently
indicate such possibilities of changed angles. Always be careful to secure steady control over any position before beginning the
movement.
These three pairs of illuscrations all show the exercise of the right arm from the
shoulder. Illustration No. 6 (a and b) is a mere duplicate of Illustration No. 1
(a and b) at the beginning of the lesson. It is here repeated in order ta show the
contrast between the exercise as first illustrated , where the arm moves up and down
in f ront of the body, and the same exercise of the arm from the shoulder, with the
differences of angle given in Illustration No. 7 (a and b) and in Illustration No. 8
(a and b)".

In Illustration No. 7 (a and b) the arm swings upward and outward to th e right
of the body, from the position at X to that at Y, then back to X.
In Illustration No. 8 (a and b) the arm swings upward from X to Y to the left
and in front of the body, then back to X.
In Illustration No. 6 , the an gle that the plane of the arm , during its swing
upward , makes with the plane of the body, is a right angle. In Illustration No. 7,
the angle is an obtz,se angle ; while in Illustration No. 8 it is an acute angle. '

tiir;racticin g this exercise in ~ differ~nt an gles of positio'nl the rules requiring
restraint of joints between shoulder and fin ger-tips must be obsdved.

/Th; other exercisesI. should also be practiced with ~espondinK_ changes of
po~ to~d left H hoK . s~IOwn m their respective illustration~

1

· All of the exercises should be practiced w ith both arms and both hands; but, of
course, not at the same time.
Do not neglect to practice each one of the exercises in this lesson slowly and
steadily, taking care to observe the rules given in the first part of the lesson. How
many times to repeat an exercise is dependent upon individual physique. If performed
with moderate tension, not long enough to cause undue fatigue , each one of the
exercises should afford inestimable benefit to the physical development of the player.
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A COURSE OF PIANO LESSONS

Lesson N? 11

by William H. Sherwood

Rests
Rests are signs used in music to indicate e. rhythmic silence. They alternate with periods of sound.
Illustration below gives the different kinds of rests in general use, and also indicates their time value..
Beginning at the left, each rest is twice as long as the rest which follows it, consequently beginning at
. . the right, . each rest is one-half as long as the rest which pi:lecedes it. Notes and rests connected by dot. tad lines are of equal time value.
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Piano Lesson No. 14
Illustration No. l

Composed and Edited by William H. Sherwood

Illustration No. 2

Forearm Action with
Fixed Finger Control
Hold the hand over
the keyboard in the position as sten in Illustration No. 1. Lkeep
the upper arm and elbow firm and motionless and near the side of
the body:-lslowly lower
the forearm, wrist and hand to position as seen in n'iustration No. 2. With wrist leading up slowly, lift forearm and hand again to position as seen in Illustration No. 1. Repeat this exercise a number of times with
each hand separately.
The most careful attention. must be given simultaneously to both the wrist and knuckles, as well as to
the fingers. [fhe wrist must be absolutely free from all tension or stiffness]~e hand at the knuckle must
be controlled and held steadily in position, not moving up or down when tlie wrist and forearm move up
and down..:J To do this, it takes a great deal of concentration and practice, and you are not expected to
acquire such control in one lesson. We only hope to have you understand what we wish you to do and to
have your efforts directed intelligently in the right direction. 'tJhis exercise requires the use of lifting
energy, so as to prevent forearm and hand from, bearing any weight during the practice')

Aids in Gaining the Right Feeling and Control in the Knuckles and Fingers
ball or other round obh~ct in your hand. Do not have the object heavy, but have it as large
as you can comfortably grasp. While holding it, raise and lower the hand slowly from the wrist. The
effort to hold the ball keeps the knuckles and the fingers in the same position when the hand is lifted or lowered. This is the independent control and position we wish to gain when the fingers are not holding the
ball and are unsupported.
V Another exercise: With the hand in playing position, hold a pencil between the tips of the thumb
and fifth finger and raise and lower the hand from the wrist.
Then without any support for the fingers keep them in the same position, as when holding the pencil,
while raising and lowering the hand from the wrist.
~ Close th: hand, and with fingers and ~lbow touching a. table, undulate the wrist up a~d d?wn. Then
·hold the ball m the hand and move the wrist up and down m the same manner. The ob1ect 1s to control
the fingers and hand and at the same time to have a free, easy acting and light wrist and forearm and a
controlled, unmovZ:ng upper arm:J
When stu~ng and practicmg these and many other exercises, the pupil should remember that they
are designed a51..helps in gaining independence, control and streng~ He is not to play always in any given,
set way. The more perfectly he can do the exercises, and the more independent control he has, the more
free and versatile will be his playing.
Exercise No. 1 is for the right hand. Exercise No. 2 is for the left hand. During the quarter rests
the hand is to be held in the position as seen in Illustration No. 1. When playing the hand should be
in the position as seen in Illustration No. 2.
Exercise No. 1
The dotted half notes receive three counts. A
dot placed after a note adds one-half to the
value of the note. Play slowly, endeavoring to
have free, easy wrist. and controlled hand and
Exercise No. 2
fingers. Move slowly and waZ:t at ear.:h. high
and low position alternately.
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Composed and Edited by
William H. Sherwood

Free Crossing Exercises at the Ke.yboard
The practice of arpeggios should precede the practice of scales. The control of the sideward acting muscles of fingers, wrist and forearm, necessary in
playing both, is more readily learned in the practice of arpeggios. The distance between the keys used in playing arpeggios is greater than the distance
bet.ween the keys ~sed in playing scales . . You can develop fle~ibility, suppleness, strength and elasticitY:~ _also stretcthing po~er~ and indepe?dence ~f the
actJ10g parts for their b~st use afterwards, m small distances, through first making the longest strokes. This 1s upon the same prmc1ple that pupils learmng to
write in school make capital letters before making small ones.
IDustration No.1

Exercise No. 1

Illustration No. 2

Place the hand on the keyboard in playing
position , the fingers tightly touching the keys.
Move the forearm right and left as far as possible, the fingers skimming the surface of the keys.
Repeat the exercise, holding the fingers about an
inch above the keyboard. Keep the fingers
directly parallel with the keys. That is, if a
straight line were drawn from the middle of the
wrist through the middle finger, it would be exactly parallel to the lines between the keys. To
keep this position of the hand necessitates a gradual turning of the hand at the wrist in the opposite direction to the movement of the forearm.

Exercise No. 2-Expansion and Contraction of the Hand
In Illustration No. 1 you see the hand extended to its fullest length of stroke from the tip of the fifth finger to the tip ot the thumb.
are held above the keys. In Illustration No. 2 the hand is contracted, with the tips of the thumb and fifth finger crossing each other.
Practice expanding and contracting each hand
separately until the hands are slightly tired. The
exercise should be practiced with the hand held
Moderatel fast.
above the keyboard, and also with the fingers
touching the surface of the keys, as is shown in the
illustrations. The wrist should be loose and the
forearm light. While holding the hands in the
positions as shown in the illustrations, undulate the
wrist and forearm up and down, at the same time
maintaining the correct position of hand and fingers.
When stretching the hand to its fullest capacity, the
tendency is to stiffen the wrist. This must be care'ully l\'oided. The above combination of efforts will
enable you to gradually overcome the tendency to
stiffen.
'

The other fingers

A SHORT PIECE IN FREE CANON FORM.

Free Canon Form
A canon is a dialogue of melodies. In a strict
canon the second voice copies the notes, rhythm
and intervals of the first voice exactly, but alw.ays
at a definite length of time behind the other voice.
If you walk towards the west at sunset your shadow
will follow a certain distance behind you. Similarly,
the imitation (second voice) copies and fonows the
leading voice.
The above piece is not in strict canon form.
There are two distinct voices, but they are not
exactly alike. They might be said to take turns
playing tag and imitating each other From measures eleven to fifteen the piece is written in the key
of D major. The change or llllldulation is made
through the introduction of C sharp. In measure
sixteen the C natural indicates a return, or modulation to the original key of G. The introduction of
a new key containing one more sharp or one less
flat than the original key, is usually stimulating and
necessitates a little more heroic treatment. Hence,
the MF, which means (mezzo-forte) rather loud, and
the crescendo sign in measures thirteen and fourteen. The return to the original key has a quieting
effect, hence the MP, which means (mezzo-piano)
rather soft, and the decrescendo sign in measures
sixteen and seventeen.
Practice first with each hand separately When
playing with both hands together, endeavor to hear
the progression and meaning of both voices at the
same time. Observe the fingering, the slurs and
the marks of expression. This (-) mark means to
accent and cling to the note indir.ated more earnestly than to other notes.
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Free Crossing Exercises at the Keyboard
. The prac~ice of arpegg.i os should precede the practice of scales. \'(he control of the sideward acting m~scles of fingers, wri~t and forearm, necessary in
playing both, is more readily learned in the practice of arpeggios:J The distance between the keys use~ m playmg arpegg ios 1s great~r than the distance
bet.ween the keys ~sed in play ing scales. You can ~evelop fte::ibility , suppleness, strength and e lasticity.'!7 also stretcthing power~ and 111depe nde'1ce of the
ac'.i'Og: parts for their bt>st use 11/terwards, in small distances, throu g h.first making the longest strokes. This is upon the same pnnc1ple that pupils learnmg to
wnte 1n school make capital letters before making small ones.
~

Exercise No. 1 A~

Illustration No. 1

Illustration No. 2

( Place the hand on the keyboa rd in playing
position, the fingers li g htly touching the keys.
Move the forearm rig ht a nd left as far as possible, the fingers skimming the surface of the keys.
l{epeat the exercise, holding the fingers about an
in ch above the keyboard. K ee p the fin ge rs
directly parallel with the keys. Th at is, if a
straig ht lin e we re drawn fr om the middle of the
wrist through the middle finger, it \\"Ould be e xactly para lle l to the lin es between the keys. T o
keep this position of the hand necessitates a g radua l turning of the hand at the wri st in the o ppo)
site direction to the move ment of the forearm .
Exercise No. 2-Expansion and Contraction of the Hand

~Illustration No. 1 you see the hand e xtended to its fullest length of stroke from the tip of the fifth fin ge r to the tip ot the thumb .
are he ld above the keys] Jn Illustrati on No. '.! the hand is contracted, with the tips of the thumb and tifth linger crossing each other.
Practice expanding a nd contracting each hand
separately until the h ands are slightly tired. The
exe rc ise should be practiced with the ha nd held
above the keyboa rd , and a lso with the fin ge rs

The othe r fin ge rs

A SH 0 RT P J CE JN FREE CAN 0 N F 0 RM.

touching
of theshould
keys, as
sh own
in the
illustrati o the
ns. surface
The wrist
be isloose
a nd
forearm light. While holding the hands in the
position s as shown in the illustrations, undulate the
wri st and forea n!1 up and down, at the same tim e

correctpo~tionof

n1aintainingthe
fingethe
rs.
When stretching the hand to its fullhandand
est capacity,
tL'1de ncy is to stiffen the wrist. This mu st be care\ I11y i rn ided. The ahove co111/Ji1111tion of effo rts \\'ill
enable yo u to gradually overcome the tendency to
stiffen .
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Free Canon Form

g

ca non is a di alogue of m cl odies]~strict
can on the second voice copies the no tes, rh ythm
an d inter vals of th e first vo ice exact ly, but ahrnys
at a de finite length o( time be hind th e oth er voice.J
If you walk towa rd s th e west at s unse t your shadow
will fo ll ow a ce rt a in di sta nce be hind you. Similarly,
the im itation (second voice) copies and foriows the
leading vo ice .
The above pi ece is not in stri ct c anon form.
There are two cl is ti rx:t voices, but they a re not
exactly a like. They mi g ht be said to take turn s
playing tag and imitat ing eac h ot he r From measures e leve n to fifteen the piece is writte n in the key
of D major. IT he c ha nge or m,od ul ation is ma de
th roug h t he iITTroduc ti on of C s harp. In measure
s ix tee n t he C natural indi cates Y,et urn , ~r modulati on to th e ori g ina l key of G. ~-e introduction of
a new key co ntaining one more s ha rp o r one less
ft ,1t than t he orig inal key, is usually stimulatin;::- and
ne cessitates a li ttle more he roic treat ment. H e nce,
the \1 F, whi c h mea ns (mezzo-fo rte) rather loud. and
th e c resce ndo s ign in measures thirteen and fourtee n. The return to the ori gi na l key has a q ui eting
effect, he nce th e MP, which mean s (mezzo-pi ano)
rather soft , and t he decresce ndo sign in measures
sixteen an d seve nteen.:J
Practice fir st with each hand separately \<\Th en
playing wit h bot h ha nd s togethe r, endeavor to hear
the progress ion and meanin g of both voices a t the
sa me time . Obsen ·e the finge rin g, the slurs and
the marks of e xpression . Thi s(- ) mar k mea ns to
accent and c li ng to the note in clir.a tc:d more ea rnestly th an to ot he r notes .
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Chicago, Ill.

LESSON NO 19

by William H. Sherwood

Combined Forearm and Finger Exercises
Exercise N!> 1 is for left hand. During the rest on the first beat hold the hand above the keyboard in the po sition as explained and shown in Illustration N~ 1, Lesson 114. Have the fifth finger of the left hand aimingdownward toward G. Lower forearm and hand, \Vith loose wrist and firm,steady finger and play G on the second beat
(See Illustration N~ 2, Lesson H - for position of hand and fingers, when playing.) Hold the fourth finger raised and
prl'pared to play . .Meanwhile keep third, second,and first( thumb) fingers raised, away from the keys. Then play A
on the third beat, the fourth finger moving from the knuckle joint. On the fourth be.at raise the hand and forearm above
the ktJboard to the position explained for the first beat. When lifting the forearm it h; necessary to slightlystraighten the fingers from the second and tip joints, in order to keep the correct position of fingers and hand over the key board. The upper arm and elbow are held at the side, firm and motionless. Follow the directions given for the first
measure, in entire exercise. Play the exercise through, first with the fifth and fourth fingers, then with the fourth and
third, then third and i:;econd and lastly second and first, as marked.
Play slowJ.y and deliberately, holding still at each quarter beat.
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Play Exercise NQ2 for right hand and follow the same directions explicitly. The extra amount of care about such a
number of details, requires much attention and patience, but the definite results, in establishing a reliable an d eai:;ily managed method for phrasing, fully justify the trouble. Such exercises should be fully unalyzcd anew each time,and
practiced in the same slow, exact manner several minutes every day for months, in order to establish a habit.
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••Flow Gently Swt•ct Afton" is an old Scotch air. It is to be played with the combined use of forearm and finger action.
The melodyiswr~tten in the G (treble) clef, but is played_with the two hands alternately. The notes written on the lower staff are played with the left hand. As this is a song, aU of the tones must be played legato. The grea~estcaremust
be taken to connect the last tone played by one hand and the first tone played by the other. To do this, lower the
prepared hand and forearm ., so as to play at the instant the finger of the other hand leaves its key.
It is something like a 44 see-saw'' action between the han.ds, such as in legato finger action, When we have a Hseesaw" action between the fingers. In other words, when playing with alternate handi:;, have one wrist rise to take a
finger up as the other wrist sinks to take a finger of the other hand down .
When not playing hold the hands above the keyb oard in the position
shown in Illustration N~ 1, Lesson 111. The
first note pla:red by each hand is played by the downward action of the forearm at the wrist, combined with the pre pared aim of a fixed finger~ All the other tones are play~d with finger action from the knuckle joints.The melody
commencei:; on the third beat. This is because the first impulse in the music ii:; weak. You will feel this by singing or
n·peating the words. The last measure contains only a half note. As the melody commenced on the third beat , the
musical seni:;e is c,omplete on beat two . Carefully obsepre the fingering and the marks of expresi:;ion . Make a slight
pause or break from strict legato playing at the end of each slur or phrase and i:;tart each phrase with a new impulse .
J'lay slowly and endeavor to make the melody express the sentiment and meaning of the words .
exception to this may be made in the case of the repeated tones when a gentle up and down forearm aotio:n. will be found
to enable the finger tip to cling to the key longer than when employing the regular finger action, and thus produce a more $USfained tone .
·
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Combined Forearm and Fi-nger Exercises
Exercise NQ 1 is for left hand. During the rest on the first beat hold the hand above the keyboard in the po sition as explained an~ shown in Illustration N~ t, Lesson U. Have the fifth finger of the left hand aimingdo~n
ward toward G. Lower forearm and hand, with loose wrist and firm, steady finger and play G on the second beat .
(See Illustration NQ 2, Lesson 114. for position of hand and fingers, when playing.) Hold the fourth finger raised and
pn·pared to play. Meanwhile keep third, second,and first( thumb) fin~ers raised, away from the keys. Then play A
on the third beat, the fourth finger moving from the knuckle joint. On the fourth beat raise the hand and forearm above
the kl'Jboard to tpe position explaine'd for the first beat. When lifting the forearm it is necessary to slightly straighten the fingers from the second and tip joints, in order to keep the corred position of fingers and hand o\·er the key,..
board. The upper arm and elbow arc held at the side,firm and motionless. Follow the directions given for the first
measure, in entire exercise. Play the exercise through, first with the fifth and fourth fingers, then with the fourth and
third, then third and second and lastly second and first, as marked.
Play slowly and deliberately, holding still at each quarter beat.
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Play Exercise NQ 2 for right hand and follow the same directions explicitly. The extra amount of care about such a
number of details, requires much attention and patience, but the d-efinite results, in establishing a·reliable and easily managed method for phrasing, fully justify the trouble. Such exercises should be fully unalyzed anew each time, and
practiced in the same slow, exact manner several minutes every day for months, in order to establish a habit,
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.. Flow Gently Swt>ct Afton" is an old Scotch air. It is to be played with the combined use of forearm and finger action.
The melodyiswr\twn in the G (treble) clef, but is played.with the two hands alternately. The notes written on the lower staff arc played with the left hand. As this is. a song, aU of the tones must be played legato. The greatest care must
be taken to connect the last tone played by one hand an.d the first tone played by the other. To do this, lower the
prepared hand and forearm ,so as to play at the instant the finger of the other hand lea"\·es its key.
It is something like a 44 see~saw" action between the han.ds, such as in legato finger action, when we have a "seesaw" action between the fingers. In other words, when playing with alternate hands, have one wrist rise to take a
finger up as the other wrist sinks to take a finger of the other hand down.
·w hen not playing hold the hands above the keyboard in the position . shown in Illustration NQt,Lesson 14. The
first note played by each hand is played by the downward action of the forearm at the wrist, combined with the pre pared aim of a fixed finger• All the other tones are play~d with finger action from the knuckle joints.The melody
commences on the third beat. This is because the first impulse in the music is weak. You will feel this by singing or
n~peating the words. The last measure C<!ntains only a half note. As the melody commenced on the third beat, the
musical sense is complete on beat two. Carefully obsepre the fingering and the marks -of expression. Make a slight
pause or break from strict legato playing at the end of each slur or phrase and start each phrase with a new impulse.
J>h1y slowly and endeavor to make the melody express the sentiment and meaning of the words.
exception to thiS may be made in the case of the repeated tones when a gentle up and down forearm aQtiol\ will be found
to enable the finger tip to cling to the key longer than when employing the regular finger action, and thus produce a more ~usfained tone.
·
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Combined Forearm and Finger Exercises
Exercise N~ 1 is for left hand. During the rest on the first beat hold the hand above the keyboard in the po sition as explained and shown in Illustration N'? 1, Lesson 114. Have the fifth finger of the left hand aimingdownward toward G. Lower forearm and hand, with loos e wrist and firm,steady finger and play G on the second beat
(S ec Illustration N'? 2, Lesson H for position of hand and fingers, when playing.) Hold the fourth finger raised and
prl'pared to play. .Meanwhile keep third, second,and first( thumb) fingers raised, away from the keys. Then play A
on the third beat, the fourth finger moving from the knuckle joint. On the fourth be.at raise the hand and forearm above
the kl'yboard to the position explained for the first beat. When lifting the forearm it h; necessary to slightlystraightcn the fingers from the second and tip joints, in order to keep the corrc'Ct position of fingers and hand over the key board. The upper arm and elbow arc held at the side, firm and motionless. Follow the directions given for the first
measure, in entire exercise. Play the exercise through, first with the fifth and fourth fingers, then with the fourth and
third, then third and second and lastly second and first, as marked.
Play slowJ.y and deliberately, holding still at each quarter beat.
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Play Exercise NQ2 for right hand and follow the same directions explicitly. The extra amount of care about such a
number of details, requires much attention and patience, but the definite results, in establishing a reliable and easily managed method for phrasing, fully justify the trouble. Such exercises should be fully c..naly.zed anew each time,and
practiced in the same slow, exact manner several minutes every day for months, in order t o establish a habit .
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4-Flow Gently Swt•et Afton" is an old Scotch air. It is to be played with the combined use of forearm and finger action.
The mclodyiswr~tten in the G (treble) clef, but is played.with the two hands alternately. The notes written on the lower staff arc played with the left hand. As this is. a song, aU of the tones must be played legato. The greatest care must
be taken to connect th e last tone played by one hand an.d the first tone played by the other. To do this, lower the
prepared hand and forearm ., so as to play at the instant the finger of the other hand leaves its key.
It is something like a Hsee ~ saw'' action between the han.d s, such as in l egato finger action, when we have a ''seesaw" a<.:tion between the fingers. In other words, when playing with alternate hands, have one wrist rise to take a
finger up as the other wrist sinks to take a finger of the other hand down.
When not playing hold the hands above the keyboard in the position . shown in Illustration N'? t, Lesson tll. The
first note played by each hand is played by the downward action of the forearm at the wrist, combined with the pre pared aim of a fixed finger• All the other tones are played with finger action from the knuckle joints.The melody
commences on the third b eat . This is because the first impuls e in the music is weak. You will feel this by singing or
n·peating the words. The last measure c~ntains only a half note. As the melody commenced on the third beat, the
musical sense is complete on beat two. Carefully obsepre the fingering and the marks "Of expression. Make a slight
pause or break from strict legato playing at the end of each slur or phrase and start each phrase with a new impulse.
Play slowly and endeavor t o make the melody express th e sentiment and meaning of the word s .
exception to this may be made in the case of the repeated tones when a gentle up and down forearm action, will be found
to enable the finger tip to cling to the key longer than when employing the regular fing·er action , and thus produce a more susfained tone .
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Pedals.
There are usually three pedals on a piano. The one to the right is the damper pedal. It is callccl ~he darnpct pedal,
becaui:;c when it is pressed down, it lifts the dampers from the strings and allows the wires played upon to continue vi brating. It abo permits, to a more or less degree, certain overtones to vibrate. in sympathy with the tones played.
The pedal t o t he left is the soft pedal. 'Vhen it is pressed down, it operates a device which partially muffles the tones
pro duce d. The mechanism of this device differs with different instruments. The middle pedal on some piai1os is similar
in many respects to the soft pedal and makes the tones softer. It is then call~ d the practice pedal, or'\nute!' On some
pianos, a middle pedal is made to operate a device by which certain bass tones may-be sustained. On other pianos this
device operates all of th" dampers . at the wiil of the player, sustaining only such tones as are held at the instant of its use,
but leaving the dampers down for all others. Raise the lid of your piano, press down the different pedals, an,d learn the·
mechanism of each.
THE USE OF THE DAMPER PEDAL.
The principal use of the damper pedal is to sustain tone and to assist the pupil in making connected legato effects.
Press the damper pedal down and while holding it play C D E F G in the bass clef. You will hear a blurred,disagreeable sound. This is of course, incorrect, but it is too .often the way the average piano pupil uses the pedal. Never use the
damper pedal unless you know why you are using it, and how' to use it. You must listen to the results,in order to learn
why and how.
Count.
1
2
s 4 etc.
Count. 1
2
s etc.
Pedal. : t
It
t
I#
#
II
Pedal.•-=-:-4t-~j----+1~#--c:j---tlr-t-#--.r---ttll
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Ex. NO 2.
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i.lp JJown lip IJown etc.

Foot.

.

Foot.

etc.

llp-.Down-'

The above notation is used to indicate when to use the pedal. No notes are to be played on the keyboard in the above exercises. The pedal is pressed down during the time value of the notes and kept up during the rests. Iii the above e.xurcises you should hold the pedal up the entire length of time of each rest and hold it down the entire length of time .of
each note. Count slowly and deliberately. ID. Exercise N!.i t ,count four to the measure. Lift the foot deliberately.at tst
count. Have the heel on the floor, the foot lifted from the ankle joint. J>ress 't he pedal down gen~ly at the-second count.
Lift it promptly at the third count, and press it down gently at the fourth count. When working slowly, as suggested, thete
should be a moment of repose between each move. Never strike the pedal with the foot, a1ways press it down calmly and
noiselessly. InExcrcise NQ 2,lift the foot at first count. Press the pedal down at the second count and hold it through the
coitnts"twd'and"thrce~'
Hand.
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Pedal. .4
Exercises Nos.3 and 4 are for th~ h<i"nd alone. In Ex. NQ 3, have the handprepa1J~d to play during the firs~ beat. Play
dt~libcrately at the second. beat: Lift the·wrist. at the third.' play at .the fourth ct~-~ without using the pedal. ,Play with
the .·.forearm, · as explarned rn Lesson NQ H. Pay especial attention to the position and use of the hand and forearm
during the rests. In Ex. N<.! ''play at the first beat and hold the half note its full length of time. Lift the Wrist at the
third beat, etc. Practice Exercises 3 and 4 with the right hand two octarns higher.
·
Exercise N~ 5 is mechanicaliy useful, in order to gain steady and independent control Of hand and foot, but it is not
right musicallyYou should practice it as a preparatory exercise; because in it the hand and foot do not, at any time, move
simultaneously. Eath is to hold still when the other moves. In ,rneasure one,Jt?U play at one, hold the tone at two;put pcdal..downat thn·e, raise wrist at four. In measure two, while still holding the pedal down,wntinued from first measure,
play at one, lift. pedal at two, put pedal down at three, lift wrist at four. Continue sin]ilarly in each measure as marked.
The line connecting the pedal notes is.a tie and indicates that you hold the pedal from the preceding measure, througti,
the first beat of next measure. As you will observe, this bl~r8 the two tones and is cof).squently not right musically.But it i::,
useful mechanically,particular~.Y for : nervous persons.
Left hand.
·
Right hand.

Ex.7.1'
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Exercises N~s 6 and 7 are correct both musically and mechanically. Play the note and lift the pedal simultaneously at
cne . Put the pedal down at two. Lift the\Vrist: at three. Take grea~ care not to lift the pedal too ~oon, thus disconnecting the
tones, nor to ltold the pedal too long, thus blurring the tones. The pedal must be raised.~t _the exact instant that the next
note sounds, in order to make the tones legato and controlled . Each of the above exercii;es must be perfectly learned
I

t- r

University Extension Conservatory
A COURSE OF PIANO LESSONS

Chicago, Ill.

LESSON NQ 21

·by Willian II' Sherwood

The Value of Eighth Notes in Relation to Quarter Notes,Half Notes and '\\nole Notes.
An eighth note is equ~l in tim~-value to nne .half of .a quarter note
Therefore there can be two eighth notes
in the time of a quarter note, four eighth notes in the time of a half note, and eight eighth notes in the time ofa whole
note (see Illustration N!? 1 ) When two or more eighth notes, or notes of a smaller value, arc written consecutively,
the hooks(Jl .h) are ~sually dispensed with, and bars connect the stems, as seen in Illustration NQ 1.
l
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In~,! or time an eighth note, being half the value of a quarter note, is only equal to one half of a beat. ·Therefore
there are two eighth notes, or their equivaler.t,for each beat. Two notes in a beat may be compared to two syllables in
a word; a word with two syllables,repre!:jenting eighth notes and a word of one syilable,representing a quarter note.
ntNQ 2.

~• ! J
Ding

J
dong,

I J
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ding
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chim - ing .Christmas

II

bells.

Play and sing the above melody. Keep time by tapping the beats with the foot. In the last two measures keepup the
regularity of the beats, as they are given' by the tom·s in the first two measures. Observe that the words'bhirriinihnd
"Christmas" ea·ch contain two syllables,but thateachword rl'presentsonly o~~ beat. The two eighth notes n •presenting
a beat must be given exactly the san_w length of time that a quarter note recl'ives . .To do this you must understand and
feel the proportion and regularity of the beats.
A note repres'e nting one beat receives one count, as you have learned in preceding lessons. When two consecutive
notes niprcsent one beat they are sometimes counted "one -ati~ two-and'; etc. "One" representing the first half of the

2: J J

beat and the "and" representing the last half of the beat. thus:

e r

I

Another good way to

One-and Two-and etc.
count .the equally divided beat is: "one-two-two-two, three-two-four-two ',' etc. one, two,th Je ~nd four n·presenting the
first half of the beats and the 44 two" following each number n·presenting the last half of the beats. thus:
In an eJercise containing half notes, quarter notes and eighth notes,

One-two Two- wo Three- wo Four-two,etc.
it is well, if you are a beginner, to first pr~ctice !counting '~one and" etc. to the half notes and quarter notes,as well
as to the eighth notes. This will aid you to count a.nd play all of the notes in correct proportion.to each other.
Play and count Illustration NQ 3 as marked.
utNQ 3.
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Play Exercise N2 1. first_with each hiind seperately, later with both hands together. Play slowly and smoothly and
count evenly 440ne-andr' tfo -as marked. Take especial care to make the eighth notes of equ;al time--value; also to
make the hands play together .and thus govern the regularity of' the beats.
Do not hesitate or hurry bc_twel'n
the measures. Pupils who have not had enough training in good time keeping, will find the above way of counting
the measure in fractions, a good drill, for use until more proficiency is obtained.
Copyright MCMVII by Siegel-Myers Corresponding · School of Music.
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An arpeggio generally comprises the tones of a chord, sounded in succession, instead of simultaneously.
"
The playing of arpeggios involves the work of striking the keys and(carrying the fingers, forearm, wrist and hand right or
left at the same time_:_/
- .

Preliminary Exercises
Ex. NQ 9.
In exercises Nos. 1 Right Hand.
and 2 hold "G" with the
thumb, move the hand
=II= 41 t =l=pt41 t =I
41
1
across the thumb and
3
3
3
play the several notes with
Le.ft Hand.
Ex.
NQ
4.
the fingering as marked.
If your hand is small play
i
i
the" Eb, " in measure three
4 1
1
4 1
t
4 t
1
of Exercise No. 1, with
8
8
3
the third finger and the
"D" in measure four with the second finger. Also use the third and second fingers in the corresponding measures of Exercise
No. 2. You can take the above examples as specimens and select other intervals according to your judgment for the same
kind of practice. Great care must always be taken to avoid straining or cramping the hand.
The dots above and below the third line of the staff, at the beginning and close of each measure, are repetition signs. Play
each measure at least four times , before proceeding to the next. Count and play very slowly. (S ee lllustration N o. 3 for correct
position of hand when playing.) Do not twist the hand at the wrist. Keep the back of the hand level. Move the fingers up and
down fre ely from the knuckle joints. Do not let the hand sink when the fingers lift or play. Keep the forearm light and the
wrist loose.
In Exercises Nos. 3 and 4, the fourth finger holds "Ffl" and the thumb plays, moving up and down, while under the hand.
Play with the fingering as m arked, using the third finger instead of the fourth, if your hand is small. (See lllustrations Nos. 1
and 2 for the correct position of hand and fingers, when the thumb_is under the hand and raised ready to play ) Keep the upper
arm near the side, the wrist loose and the back of the hand level. .:._Lift the entire body of the thumb from its knuckle joint (which
is the joint nearest the hand) until the tip touch es the palm of the hand. Play slowly, keep the tip of the thumb steady Do not
allow a sympath etic downward action of the hand at the knuckles when the thumb plays. This is a common error with pianists,
and results in very faulty and uneven playin g. The thumb should move independently from its knuckle joint. The hand should
not even be jarred by its action. Many players also err in lifting the wrist or part of the hand habitually, wh en raising the thumb.

': nh Ji J fit J i J
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Illustration No. 1

Illustration No. 3

Illustration No. 2

lllustration No. 1 shows the fourth fin ger of right hand holding a black key, with the thumb under the hand, raised ready
N otice the prepared positions of second and third fingers to the right.
Illustration No. 2 shows th e fourth finger of left hand holding a black key, with the thumb under the hand, raised and
read y to play. Observe carefully the position of the second and third fingers in the illustrations. Much more will be said about
the position and preparation of the different fingers in succeeding lessons.
Illustration No . 3 shows the thumb of left hand holding a key, the hand meanwhile placed to the right, over the thumb, and
the fourth fin ger prepared to play. Observe in these illustrations that the palm of the hand is about two inches above the
keys ard that all th e fin ge rs are raised, except the one holding a key
If the hand is small the effort to keep it level will prove troublesome to the student and he must frequently be allowed to
tip th hand over sli ghtly in ord er to make it easier to reach the keys with the fingers. Such freedom, if exaggerated, has its
disadvantages and must be used with discrimination and judgment.'\
In future lessons it will be explain ed how one with a small hbnd can learn to play with good control of musical touch and
finish, when distances are too great to reach.
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L))SSON NO 23

The Relative Value of Notes

A sixteenth note is equal in time-value to the fourth of a quart er note, or the half of an eighth note·there,
'
fore there is the time-value ·of two sixteenth notes in an eighth note, four sixteenth notes in a quarter note,
eight sixteenth notes in a
~

_

~~:mm1\~E~=~,~:;!~~~,;:~:~J~U~?~,~!~!~;~~~Y~J~/~'~®~l~1~~;!~!~;!~!~~~!~!;_~!~!~--~!~l~_;g~s;!~I
l,

In
1or4 time, there is the value of four sixteenth notes for each beat. When counting''one-and-two-and"
etc., you play two sixteenth notes for "one" or the first half of the beat, and two sixteenth notes for "and" or
the second half of the beat. When counting one-two etc. you play four sixteenth notes for each coun~.
See Ill.
N<? 2. Play and count Illustration NC! 2. as .marked.
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Five-Finger Exercises.
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The above exercises are to be practiced first with each hand ::;eparately, later . with both hands together·.
Count slowly and steadily. If you are a beginner, count "one and" etc. as ~xplained above. When more
proficient give one count to each beat.
Keep the hand and wrist quiet. Follow all the instructions for legato finger exercises, as given in Lessons
Nos. 4,5 and 7. Vary the volume of tone from pianissimo fo . fortissimo; that is, from very soft to very loud.
Endeavor to make each fing·er equally fl exible and strong Give the weaker finger s special pra·ctfoe.
. Return to the finger exercises in Lessons NQ.s. 4, 5 and 7, and practice those measures devoted to exercises
:eor the weaker fingers .
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The Scales of A Major & E ~ Major

LESSON NQ 24

Ill. N<? 1 is the scale of A major, written without the key signature and with the sharps placed before the
notes F, C and G. Ill. NC? 2 is the same scale, written with the key signature (thre e sharps) placed after the
clef sign. Ill. NC? 3 is the scale of Eb major, written"'ithout the key signature.Ill. N9 4 is the scale of E~ major,
written with the key signature.
flt. N.O 1.

Ill. NP 2.
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Play these scales, write them, sing them, name the degrees and study them as directed in Lessons·
and 16'.
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Five-Finger Exercises
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Learn thoroughly the above exercises, observing all the instructions given in preceding less ons
Vary the tempo, the volume of tone and the length of finger stroke If you learn to make well-controlled,
well-governed differences in length of finger stroke and intensity of tone, you will gain much more
than
if you practice in one set ·way, no matter how correct that way may be. Vary the length of tlie finger stroke
from about one half inch to two inches. A s a general rule, when you wish to produce a loud tone,youshould
lift the finger high, and when you wish to produce a soft tone, you 8hould not lift the finger so high.
'When playing rapidly it is frequently necessary to limit the l ength of finger stroke, otherwise one's speed
is retarded by unnecessary physical effort. Many players stretch out the fingers in pass~ge ·playing,
par•
ticularly when lifting the fin~ers from the keys. Unless there is the excuse of long stretches between the
keys, it is better to lift ~ fingers curved.
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LESSON NQ

Iil. N<? 1 is the scale of A major, written without the key signature and with the sharps placed before the
notes F, C and G. Ill. N9 2 is the same scale, written with the key signature (three sharps) placed after the
clef sign. Ill. N9 3 is the scale of E~ major, writtenvvithoutthe key signature.Ill. NQ 4 is the scale of E~ major,
written with the key signature.

Ill. N.O 1.
Scale of A pa:ier. -
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Play these scales, write them, sing them, name the degrees and study them as directed in Lessons· NQ.8 13
and
·
' 16.
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Five-Finger Exercises
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·· Learn thoroughly the above exercises, observing all the instructions given in preceding lessons.
Vary the tempo, the volume of tone and the length of finger stroke. If you learn to make well-controlled,
well-governed differences in length of finger stroke and intensity of tone, you will gain much more
than
if you practice in one set way, no matter .bow correct that way may be. Vary the length oftnefinger stroke
·from ab9ut one half inch to two inches. As a general rule, when you wish to produce a loud ton~,youshould
lift . the finge,;.~ high, and when you wish to produce a soft tone, you should not lift the finger so bjgh.
"\Vhe~ playmg rapidly it is frequently necessary to limit the ·length of finger stroke, otherwise one's speed
is retarded by unnecessary physical effort. Many players stretch out the fingers in_passa~e -playing, parti~ularly when lifting the fin~ers from the keys. Unless there is the excuse of long stretches between the
keys, it is better to lift ~ fingers curved .
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by WILLIAM H. SHERWOOD
Iil · Exercises N<!.S 1. and 2 the hand and foot move in opposition to each other. The pedal is raised on the accented beat~ when the hand
plays, and is . pressed down on the unaccented beats when the hand rise~. The exercise should sound as though the notes were half notes, /
played legato. Unless you produce this effect you ar~ not using the pedal correctly.

EXNqtf!

!~;~ ::~: ~~: ~;~ ~ .¢: EXm21'f{~:~ :;~ ;~ ~;~:~ ~:(

You should pay strict attention to the definite action of the wrist :luring the . rests. • The average pupil gives so little thought
to this kind of training, that he will do unrelfable _c1.nd awkward work. both in minding rests and beginning again after a rest, while.
perhaps doing well, when the legato is continued.
When preparing to play on the first beat in.the exercise and at the rests, ·· you should always raise the wdst, as was explainedinpreceding lessons. When ·you raise it,
the upper arm should not move forward nor outward Therefo re it is necessary to slightly straighten the finger s at the. tip joints, in orde r to maintain the continuous aim of the fingers at the riE;ht keys.
Draw in the finger tip slightly when playing, thus bringing the fingers back to correct position and enabling them to cling to the
keys.
Make all mo\·em ents of both the fooi. and hand slowly and deliberately.Do not exaggerate the up and down action of the wrist.
It
should not move up nor down in this exercise,norinthe composition which follows, more than from one to three inches.
A still more
limited action is often desirable.

MORNING PRAYER

Sustained and earnest

God

REINECKE

us.

was

":Morning Prayer''isthe first chord study for the pupil in this course. Play each chord with a slight down action of forearm,with firm
finger.s and loose wrist~ as explained aboYe . A slow undulation of the wrist is desirable . When rail:.ling t.h e wrist the fingers should
cling to the keys , k ecpi11g them down until time to .play the next chor4. The wrist should not be li.eavy when sinking.
ItJs very .profitable in this and many other exercises to do silent practice,alternating with the ordinary practice. Make the correct fqrearm . wrist and finger action necessary to play1 but only touch the keys On the surface. The fingel=-6_Should be controlled and firlll;
and should Clm~ to the surface of the keys the full time-value of the notes. This kind of practice is strongly advised. It is an aid
to ybu.in overcol!ling stiffness and heaviness 1.a nd enables you to more clearly analyze the different forms of aeti(lr necessary in playing. ·The pedal i~,of course, not used during such silent practice.
Play the fo1n tones of each chord exactly together. Play s Jowly and hold each chord . its full length of time. Use the pedal as
piarked. Be su're {he chords are legato, but that the tones do not overlap nor blur. Observe the phrasing.Each of the first three
phrases closes with a quarter rest This will aid .the ~up1l to appreciate the end of each phrase and to start withariew impulse
on th_e next phrase . The words are also aJI aid towards making the phrases clear.

Notes on added lines and spaces below the treble staff.
When the notes Qelow middle C a~e written in connection with the treble staff they are found o~ ad4ed lines and s~es below
the staff.You will observe th at the note on thenext line below middle.. C is at the same pitch as the note on the fifth lint: of the bass
staff. The note. on the second space below middle C is at the same pitch as the note on the fourth space cif the bass staff, etc:
'fhe note on the first space below the treble staff is D •
!
The note on the first line below the treble staff is C. (Middle C .)
!
'fhe note on the second space below the treble staff is B.
l
l
The note on the Eecond line below the treble staff is A.
!
!
The note on the third space below the treble staff is G.
!
!
!
The note on the third line below the treble staff is F.
!
!
i
!
The note on the fourth space below the treble staff is E.
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· = t e on the foudh line below the treble st.rlf is D.
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Sound and Tone
·Sound is produced by setting into motion a series of impulses, or sound waves, called . vibrations. A musical sound is one that has. con_centration of pitch and agreeable qualities, and is called tone. An unmusical sound may have all kinds of disagreelibte qualities,suchasharsh.ness,grating, shrieking, etc. ; it is without beauty and simply noise. The quality of sound is due large_lyto the way it is produced. lfwe con.tract our vocal chords and shriek, without concentration of pitch, or strike an instrument in a hard1 uncertain and angular manner, we will
.produce a disagreeable sound, To produce an agreeable tone on the piano, it is necessary to combine with (]/ppreciation of a beautiful tone,
elasticity, earnestness and certainty of touch.
Listen to the quality of your voice. Compare the different qualities of both the speaking and singingvolces of your friends. Play one of ~-he
.pieces you have had ,(for example,"Flow Gently Sweet Afton " ),strlking the keys harshly and mechanically; then play the same piece, obeying
.all the rules and suggestions given and make the tone quality as agreeable as you can.
Note thP. difference, and train your ears to listeri to
the quality and effect,,of all tones that you may hear, whether produced by yourself or others.
We would recommend the hearing or good music, as the most valuable aid. Listen to and try to imitate the tone-quality and beauti~ul effects produced by the artist. Also listen to the varieties of tone-color produced by the different instruments of an orchestra.Make a study
. of the instruments of an orchestra, There are four different groups of instruments : (a) stringed instruments; (b) wood-wind instruments; (c)
.brass instruments; (d) instruments of percussion.
The violins, violas, violincellos and double basses are all str!nged instruments and are played v.ith a bow.
The flutes, oboes, clarinets and bassoons are made of wood and are caused_to sound by blowing through them.
The horns, trumpets and trombones are made of brass and are also caused to sound by blowing through them.
The drums, triangles and cymbals are instruments of percussion and are caused to sound by being struck suddenly.
Become familiar with the quality of tone produced by these different groups qr choirs of instruments and listen to the · beautiful effects
.and contrasts produced by them, when played together. Watch the conductor and try to sense the number of beats in a measure,the natural
accents, and the swing and rhythm of the phrases. Endeavor to catch the spirit of the composition. Quicken your mental faculties by trying to
.imagine what idea the composer had in mind and what thought or rnood he was trying·to express.

~

frf

Pitch
The number of vibrations produced per second .determines the pitch of a tone. Mi_ddle C at international pitch produces 258 vibra.tions per secon.d. Each octave higher doubles the number of vibrations and each octave lower decreases the number by one half. There.fore the first C above middle C produces 516 vibratiomrper second and the first C below middle C 129 vibrations per second, etc.
The pupil should open his piano and examine its mechanism. It is an instrument of percussion. Striking or pressing the keys down
causes hammers to strike the wires and set them vibrating, thus producing the tones. The shorter the wires the greater the number of
vibrations and the higher _the pitch. By dividing a wire into two equal sections you double the number of vibrations it produces.
To
.prove that this is true, it is an interesting experiment to touch the finger lightly to any given wire,dividing it equally into two-sections.
Then when striking the key corresponding to that wire, you will hear the octave above the normal pitch.
Become familiar with the relative pitch of the groups of tones on the keyboard, as suggested inLesson NI? s. Try to fix the pitch
of middle C in your mind, so you can sing it at any time without the aid of an instrument. Sing the tonet in a major scale as suggested
.in Lesson N~ 9. Si rig at sight, (without the aid of the piano) hymns, or any songs you may have. There is nothing which will sharpen onfls
.hearing and inner sensibilities like this kind of work, which is too frequently ignored and undeveloped by the piano student.

Notes Below the Bass Staff.
:The note
The lowest tone which can be rep.resented on-the bass staff is as you have
.already learned, the second G below middle C. The to~es lower in pitch are written 011 added lines and spaces below the
staff.
Illustration N<;> 1 shows the eight notes
written Oil the first four lines and spaces·
.below the bass staff. Study these notes
.until you can name them at a glance.

i

i
...
...:
.
...
..
.

l

-0-

-e-

u-

D

c

B

...
...:.
...
..
.

:

<>
F
C.Jpyright

Oil the first space below the bass staff is F.
TQe note on the first line below the bass staff is E.
,The note on the second space below the bp.ss staff is D .
.The note on the second line l:>elow the bass·staff is C .
The note on the third space below the bass staff is B.
i
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The note on the third line below
the bass staff
.
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,The note on the fourth space belowthe
i bass staff is G.
,The note on the fourth line below the bass staff is F.

'

!

-&

u-

-&

A.

G

F

t

by Siegel - Myers

Correspondence sc.hoo l o f

~ft.sic.

u

ersity Extension Conservatory
Chicago, Ill.

A COURSE OF PIANO LESSONS
by William H. Sherwood

LESSON N9 27

The Dotted Note

A dot(·) placed after a not~, adds one-half to the value of .the note. As was explained before, a dofplaced aft.e r
a half note in time adds c#1e beat (the tiihe of one quarter note)to the value of the half note, making the
dotted half note equal to three quarter notes. In the same way a dot placed after a quarter note adds to the
value of the note one half and gives it the time-value of three eighth noteR. A dot placed after an eighth note •
adds one half to the value of the note and gives it the time-value of three sixteenthnotes(See Illustration N~ 1)

i

When a dot placed after a note adds the value of _one beat, as in the case of a dotted half note in ~)time;
the note and the dot are given the time-value of three whole heats and are counted 1-2-3, 2-3-4, 3-4-1 or 41.:.2, according to its location in the measure. In any measure, where a quarter note represents a beat,a dotted
quarter note followed by an eighth note should be counted by the beginner in this manner,
''.One - and" or
"one-two~' etc .. for each beat, as was explained in Lesson .Ng23. Count "one and two" (if the dotted quarter
note is the first. of the measure) to the dotted quarter note, and "and" to the eighth interval following.
You should take great care to count regularly and' to feel the correct proportion of the beats.
This is a
difficult task, in~some instances, where a pupil is working alone.
As you advance, the terni"and"may be dispensed with,but this shou~d not 'be done until you can play dotted notffi
correctly and with ease. (Dotted eighth and sixteenth notes will be explained later. The same pri~ciple applies
to iihese.) Play arid count Illustration N<.> 2. as marked.
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Andante con moto.
~2

LESSON

N~

28

Suabian Folk Song
'

In the above " Folk Song," both eighth notes and dotted notes are employed. The left hand part being generally written in quarter notes, js a gr,eat aid to ~·ou in keeping the correct time.
First play the piece through, reading it at sight. This is always wbe when taking up the study of a new composition.It gives you an ideaofthecharacter of the piece as a whole,and of the task you have before you Then
study two or four measures at a time playing first with each hand separately, later with both}iands. together.
vVhen those measures. are well learned proceed to the next four and continue in that manner, until the piece is
all learned . If certain passages are now more diffiCl.~lt to play than others give them special practice.
The term;1\ndante con motd; means a little faster than Andante. The letters"pp"sta11d for 'pianissin1;;andmean
"very softly:) Observe that the first four notes in the measures marked
pp are repetiti9ns of the four notes
in the preceding measures. They should be made to sound like an echo
Play the melody legato and with expression. Make the tone quality pleasing. As the dght hand part contains
the melody, make it more prominent than the left hand part. The ends of the phrases have been marked with
commas,(,).Start the melody with a new imp1Jlse after each of these signs.
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Stiabi8:n Folk Song
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.
. gener..tn the above "Folk Song," both e1g·hth
notes and dotted notes are employed. The left hand part bemg
ally . written in quarter notes, is a gr.eat-· aid to you in keeping the correct time.
FirF<t :play the piece through, reading it at sight. This is alwaYs wise when taking up the _study of a new compositiQn.It gives .you an idea of the character of the piece as a whole, arid of the task you have before you. Then
study two or four measures at a time playing first witheachhand· separately, later withboth}mnds together.
"\Vhen thqse measures. are well learned proceed to the next four and continue in that manner, until t:ke pfoce is.
all learned. If certain passages are now more diffic~lt to play than others give them special practice.
,,
,,
" ,,.
d fi ,, . . . "
T he term,Andante con moto', means a little faster than Andante. The letters pP stan or piamssuno,andmean
"very softly·:} Observe that the first four notes in the measures . marked · pp are repetitions of the four notes
in the preceding measures. They should be made to sound like an echo.
Play the melody legato and with expression. Make the tone quality pleasing. As the right hand part contains
the melody, make it more prominent than the left hand part. The ends of the phrases have been marked with
commas,(,).Start the melody with a new impulse after each of these signs.
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LESSON N? 30
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The exercises for this le&<>on are written tn · ~ time. That means there are three beats in a measure, and that each
half note, or its equivalent is counted as one beat.
Exercises ~0!!. 1 and 2 are for the thumb or'r~ht hand. Exercises 3 and 4 are for the thumb of left hand. These
exercises necessitate crossing the thumb under the hand. You are to make three moves for each note played by the
thumb, namely, the playing move, the lifting move, and the crossing move. Th i.s kind of practice is ·~specially useful for preparatory trainillg. It enables you to analyze and understand what you are doing, and to form correct habits. 'When playing more rapidly the three moves are of course made at one interval. This vvi.11 be more fully ex·plained in succeeding .lessons. Crossing moves should be made without dropping the fingers:
In the first measure of Exercise ~'11 play 0 with the thumb as marked. As 0 is a dotted whole note,hold it
for three beats. Move. the hand to the right, so as to bring the fourth finger directly over the next B. In measure
two, play B with the fourthfii1g~r at beat one.Hold Gwith the thumb during this beat. At beat two lift the thumb.At
beat three moYe t11e thumb across under the hand, so that the tip will be directly over the. next C.
In measurethree1playO at one. Lift the thumb at two. Morn the thumb out from under the hand to a point directly
over the 0 below, at three. Proceed in the same manner throughoutExercise NQ 1 and Exercise N~ 2~
The
words"play:''lift';''Cross': show what the thumh is to do at each beat, as has just b'een explained. 'The ties show th.at.
after the upper note i.s played it is held throughout the exercise. Repeat the process many times.
ExercisesN~8 3 and 4 are for the thumb of left hand. Follo"'i explicitly, directions given for Exercise N21.

Exercises N~s 5, 6 and 7 are for the fourth finger of the right hand and Exercises NO_s 8, 9,.,10 and 11 are for
the fourth finger of the left hand. These exercises necessitate crossing the hand over the thumb. They are to be
practiced in the ..same manner as the thumb exercises. Jj'or example, in the ffrst measure of Exercise NC? 5 , play
·0 with the thumb; hold it for three beats and move the hand to the right, so as to bring the fourth finger directly _
over B. In measure two, play B with the fourth finger at beat one (hold the 0 throughout the exercise, as is in dicated by the ties ).At beat two lift the fourth finger. At beat three carny the hand across the note hel{!. by the
thumb, so that the fourth finger will be directly over the ·B below. Proceed in the same manner throughout this
exercise and ·the succeeding ones. See illustrations in Lesson N2 22. for the position of the hand and fingers in
these eiXercises.
~en moving the 'thumb under the hand, keep it well raised, near the palm of the hand. Do not twist the wrh;t.
....V:hen moving the hand across the thumb note,move the wrist and hand simultaneously.
.
The tip of the thumb remains stationary, holding the key. The knuckle joint of the thumb acts as a pivot on '\vhfohthe
hand moves. 'When moving across keep all the fingers raised, particularly the one that is guing to play. Do not --stiffen.
Carefully avoid straining or over- exerting any of the muscles.
.
·
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The above composition is written in. the Key of F Maj or. It is in 4, or common time. For preparatory practice, count
«one
and, two and, three and, four and;' explained in the preceding lesson. 4+here are short s cale passages for the left hand, in the ninth
and thirteenth measures. In the eleventh measure is a similar passage for the right hand. Use the fingering as marked, and observe the rules for passing the hand over the thumb and the thumb under the hand as given in Lessons Nos. 22 and 30.
The long slurs and the commas mark the beginning and the ending of phrases. Raise the wrist slightly at the commas, and
start each phrase with a new impulse, but do not break the co.ntinuity of the musical thought, when maki.n g such divisions. The
short slurs connecting two or four eighth notes at a time, are not phrase marks. They indicate an accent at each first note
slurred, and, in a less important degree, a slight break from the final note under the slur. Many people confuse "slurs" and
«phrases?' The slur is often used to define the limit~ of a phrase) but it may have different technical meaning.
,
The dots (.) above or below some of the notes are staccato marks; when they are written simultaneously with slurs, they
indicate that the tones are to be slightly disconnected, 0r played half legato. The · word "Portamento'! is used for half-legato.
In measure seven there is a modulation into the key of (.;. The dominant G (fifth interval in the new scale) is bass. The
notes of the chord of G together with a seventh (G-B-D-F, a dominant seventh chord) are prominent in the measure. B flat
belongs to the key of F, the key in which the piece is written. The change to B natural, in combination with the chord of G,
leads to the new key note,C, in measure 8. In measure 9, B flat is prominently used, in connection with the r.hord of C. With
this addition, C is no longer keynote, but dominant in the returning modulation to the key of F.
In mea~ures 17 and 21, the E flat, .::ombined with the chord of F, makes a dominant seventh chord thereof (F A C
fil,),
leading to the key of B flat. In measures 19 and
23, E natural, combined with B flat and D flat, s erve as a modulating
chord, similar to a dominant seventh chord, in returning modulations to the key of F, in which key the piece begins and ends.
The first modulation raises a tone in the scale from D flat to B with a stimulating effect. The modulation in the Coda depresses an interval from E to E flat, with a quieting effect. Notes influencing modulations should be mane prominent.
Listen attentively to the modulations herein described and play with expression. You will thus add much to the meaning of the.
piece.
I
The term "Coda" means a few measures added to an otherwise complete composition.
"Dolce'' means sweetly, agreeably.
Observe all th'e marks of expression. The l'eft hand should generally accent the bass riotes on the first and third beats of the.
measure, while playing the other notes lightly.
When the composition is learned, play at a moderate tempo, as indicated by the term ' 1moderato" This rate of speed would.
be equivalent to about four steps in a measure, taken in a rather brisk walk.
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by William B. Slierwood

PREP ARATORY EXERCISES FOR ARPEGGIO PLAYING-Continued

Lesson No. 32

Exercises Nos. 1 and 2 are for the use of the third and second fingers of the right hand when crossing the thumb. Exercises
Nos. 3 and 4 are for the use of the third and second fingers of the left hand under similar conditions. Follow all the directions
given in Lesson No. 22 for the control and use of the hand and fingers. See Illustrations Nos. 1, 2 and 3 in that lesson for the
correct position of the hand, fin gers and wrist, while practicing Exercises Nos. 1, 2, 3 and 4.
Lift the fingers promptly on the accented beats of the measure, one and three, as indicated by the rests. One of the
most subtle imnediments to progress in piano playing is the unscientific inattention of students to the control of alternate action in
the movements made. The
Ex.M 1
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exercises to practice raising
the fingers at the accented
beats in the exact time and with the same effort as would be necessary to play on the accented beats. Play, meanwhile, on the second
and fourth beats with that degree of effort which would be used upon unaccented beats, alternating with accented beats. The extensor muscle used in raising a finger should continue its effort to hold up the finger the full time of th e beat belonging to each rest.

Practice Exercises Nos. 5, 6. 7. 8. 9 and 10, as was explained in Lesson No. 30, making three moves for each note played, namely: the playing move, the
lifting move and the crossing move.
Illustration No. 2

Illustration No. 1

Illustration No. 1 shows the third finge r of the ri gh t h and
holding a key, while the thumb is under the hand, but
raised against the palm of the hand, and ready to play.
Observe that the second finger is raised and moved tow ard
the rig ht, over the third finger.

'llustratioa No. 3

Illustration No. 2 shows th e second finger of the left hand
holding a black key, with the thumb under the hand, but
raised against the palm of the hand , and ready to play. The
third and fourth fingers are raised and moved toward the left.

Illustration No. 3 shows th e thumb of the ri ght hand holding
a key, th e hand moved to the le ft , over the thumb, the second
finger raised and prepared to play.

First practice Exercises Nos.11, 12, 13 and 14, making three moves for each note, as has been explained in all of the preceding
exercises. (See Ex. No. 15 for an example of such an analytical practice. ) This should be done daily Later play the exercises
freel y, making the three moves simultaneously for each note. Observe all the rul es given for preparatory practice. Keep the forearm
light, and the fingers well raised. Keep the back of .the hand level when moving across the keyboard , and do not twist the wrist.
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The best results can be obtained by taking turns alternately between the extremely slow practice (wherein strict methods can
be observed) and moments of more free, rapid practice; but the student should make sure of the return to slow practice.
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N9 33

The Triplet

A triplet is a group of three notes of equal time-value. It is usually written in this manner,
with a slur and the figure three above or below it. One of the intervals may be represented by
~
~

n.

a r est as follows:_) 7 ), or 7

The time-value of the three notes in a tripl et is equivalent to the

time-value of two r eg ular notes of the same fractional denomination.
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If the unit of a beat is a quarter note, a triplet of eighth notes would be equivalent to one beat, a
triplet of sixteenth notes equivalent to a half beat, etc. (see Ill. N9 1).
A triplet might be compared to a word of three syllables. In the song "See-saw, Margery Dawf' Ill.
JS"<? 2, the word, Margery, which contains three syllables, is _sung in the same time as the other words of
one syllable.
For example:
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See Saw, Margery Daw
4

Ex. N<?l ~
1

~

3
2

Play the above exercise with each pair of fingers as marked. It is a trill study .and is useful to d evelop
control and equality of finger action. Count steadily, so that the time sp ent in playing one measure is exactly equivalent to the time of any other measure, although you may be playingthree or four times as many notes .
Count one to each beat. It is difficult to divide the beat, or to count <1 one and" etc., with triplets . This
will be fully explained in a subsequent lesson.
Transpose this exercise into every key. This exercise should be practiced daily by all students at the
piano. See Le ss on N<? 24 for remarks about changing the volume of tone and the length of finger strokes.
Keep the ·w rist loose, and carefully avoid any weight of hand or arm when fingers play.
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Lesson No. 34
A Course of Piano Lessons by William H. Sherwood.

THE SCALE
Illustration No. 1 shows th e third finger of th e ri ght hand playing in an asce ndin g scale , with th e thumb under the hand
ready to play
St ud y the position of the hand and fingers ca refull y The seco nd finger is crossed ove r the thi rd finger and is thus
partially prepared to play its note. It is in th e position m ost advantageous for playing the note beyond th e not e played by th e
thumb , which is first in o rd e r.
Illustrati o n No. 2 shows th e second finger of the right hand playin g in a descending scale, with th e thumb lifted and ready to
play its note, th e h and ca rri ed to the left, and th e third and fourth fingers crossed over th e seco nd. (Althou gh th e thumb is to
play next, th e third a nd fourth fingers are thus part ially prepared for th ei r notes .)
Illustration No. 2

Illus tration No. 1

Illustration No. 3

Illu stration No. 3 shows the thumb of th e left h and playing in an ascending scale . Th e hand is carri ed to th e ri ght , so that
th e fourth finger is directly over its key The wrist is also in a position as far t o the ri ght as pract icable, in stead of being turn ed
to the left , as is so freq ue ntl y done.
The hand sho uld m ove ahead when each finger plays, so as to distribute th e crossing movem e nt eq uall y This will avoid the
sudden twist of t he hand at th e wrist, which the unskilled player u sually makes, when playing with th e thumb.
Ex .1'9 34
~R . H.

4

1

3 1

t f rFrIFrFr =II #f rFFI#F rrF:I

Ex . N9 2
L . II.

4

~

3

4

~

mfFFfflPIFf? t r =II
Ex. 1'<? 7

~

~

firr r r r r r =111-rrrrrrrcrrrr:112-rrrrrrrcrrrr=11
R . 11.

'•
~
2

1

'3' '3'

4 1
2

...-~3

~

'3°'

S

'3'

°9'

,.--....

,.--....

3

1J

4
3

3

Ex. NC? 8 ~
L. II
~3

7J: ~

'3°' S

2

'3'

;-:---..
3

-:;-..

....--.. ,.--....
~
3

f r F r F r =II f Fft FFF FFFf EF=II! ry fr rr Fr rEF=II
I

2

~

1

2

~

Study all th e instructions given for th e preparatory arpeggio exercises in Less~~ 22 and 30. Practice the above exercises,
and follow th ese instructions explicitly The rules for passin g the thumb und er t he hand and th e hand over the thumb are the
same in both arpeggio and scale passages. The only differe nce is, that the distance between the notes played in arpeggios is
greate r than in scales.
Avoid any weight in the hand or arm when the thumb o r any of the fingers play This is one of the most serious impediments
to good scale playing.
4
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LESSON No. 35

Chicago, Ill

by William H. Sherwood
This melody was composed in a cheerful, pleasant, childlike mood. Its simplicity and innocence are apparent
to everyone. One editor suggests the sunshine of a balmy spring day, a little child ga.thering flowers and fol lowing the butterflies, in unconscious and innocent pleasure. To bring out t~is ideal beauty,mueh attention must
be given to the expression. Observe the phrasing. In this piece, the slurs or curved lines are used to mark the divisions within the phrases.The tone quality should be mild and agreeable; the melody clearly defined. The accented notes should be marked, but not harsh nor abrupt. The tempo, "Andante con moto;' means a little faster than "Andante~'
This composition is written in the key of C major, with occasional modulations. In the fourth measure, there
is a stimulating influence in the composition through the introduction of F#, thus causing a modulation to the
7
\ key of G major. This key is given up again in the fifth measute when you play once more in the key of C major,
with Fq instead of F#. In measure twelve, the notes combined with C# lead into D minor. 3 C# is the leading
tone of the new key and brings about this change. The key of D minor is reached at the third beat, but the
very next note played <P~ in combination with the notes at the fourth beat of the measure,> serves to modulate back again to the key of c·. Notice the "ritard'' which helps to individualize the different notes causing these changes. Also the crescendo ( -=::=: ) with the stimulating modulation and the diminuendo ( ::::::::=- )
with the quieting modulation. For the sake of harmonic beauty and attractiveness, and to get the meaning
of this modulation, while holding the dotted quarter note in the soprano, a third part is added. This adds richl~ess to the harmonic changes Bring out clearly the three voices. You should always examine musicforsuch
potent means of e~pression as a modulating note, and observe whether such changes are of an a\vakening or
of a quieting nature.

Melody

J
R .Schumann, Op.68,No.1.
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Piano Lesson No. 36
Hand Action from Wrist
Place th e hand upon the kc ·1 hPanl in cn rre· ct plarinL; JHhition. Rais e the· hand from the wrist. as sec·n in illustration l\o. 1.
The thu111h and fifth finger arc aiming do11 n11·ard. rC'ad1· to pl;11· E and C. the· inte·n·al of a sixth. \Vith qui('t forl'arm and ste·ady
knuL·kks. rhro11· tlH· h a nd ge·ntk do11·n from tile' 11·rist. and play
Sn· illustration :\o . '.!. hl'l'Jl the lingL·rs 11·hich arc not pl a1ing
ra ised aho1T thl' kn s and ahm·e· thC' le·1T I of thC' tinL; crs 11 hi c h are to pla1·
The hand should he len·I across the hack 11·hc·n cl01n1.
The knuckle joint .of th e fifth ti11 gcr should he a~ high as the othn k1.1Ucklc joints. The thrn: joint s of the fifth linger s hould
co mbine to form a
Il!ustration No. 2
lllustration No. 1
snnml'trical cun"L. Do
n.o t allern· the fingns to
draw up srmpathcticall~ · 11·hen the hand
is raised from the 11·rist,
or to drop when playing, except as the han<l
carries them up and
down.
A mixed use
of two or more kinds
of joint action produces
harmful confusion
an<l is exceedingly
illogical.
Study carefully the illustrations.

Wrist Exercises
Ex. I'\() 2

Ex.NI? t

=

l

Ex. J'\O 3

l

==

Ex . N() 5

Learn each of the above exercises thoroughly before proceeding to the next. Practice most of the time with the hands
separattly.
In Exercise No. 1 you have time <luring the rests to give special attention to the control and position of the knuckles
and fingers.
The e lbow should be near the sid e , the condition of the forearm light, an<l the wrist loose. It is a simple action of the hand
from the wrist joint , with the fingers which arc playing aiming downward toward their keys. When playing more rapidly , carefully
avoid stiffening the wrist. Hold the forearm (next the wrist joint) steady, during this exercise.
The comhine<l, independent efforts to keep fixed finger curves an<l positions (instead of making mixed motions of fingers
and wrist). an<l to k ee p the arm steady with the wrist limber, will cause a fe e ling of effort, which some people will take for stiffness. Much is accomplished if the wrist can he made limber, 1111rlrr such ro11rlitio11s. The work should he done deliberately an<l
with only moderate tensirn. The pupil must he very careful to avoid too great effort or fatigue in this exercise.
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LESSON N'! 37

CHORAL

'

A Choral is a composition written for Chorus,hence the name. Most hymns and many compositions written
for vocal quartette, can be called chor.ales. The above composition would be entirely adapted to the soprano,alto,
tenor and bass of a quartette choir, if appropriate words were written for it.
You should cultivate an agreeable, full, singing tone for such music;you should stroke the keys and cling to
them,instead of hitting them and letting go suddenly.
It is of~ necessary to change fingers upon a key, in order to l~e_lp produce a smooth legato effect.
For
example, 4 5 written over a note means that the note is played v.1th the fourt4 .Jiuger, and while holding the
key down the fifth finger is placed on the key. This is done to free the fourth finger that it may be ready to
play the next note without making any break between the notes. A future lesson will contain exer,cises in
changing fingers in various ways, and for a variety of purposes.
This sign, ·L.--1 will be usell iu tl 1i ~ nu<l in succeeding lessons to indicate when to use the damper pedal.
The pedal is pressed down at the time iridicatedl>ythe beginning of the sign and lifted at the end of it. The following illustrations will make this dear. The pedal sign is used in Ill. N<? 2 instead of the Ill NO 1 Ill NO 2
.notes and rests as given in Ill. N<? 1, and in preceding lessons.
~·
·
~i: · ~ j J
7
The value of this choral as a study for the correct use of the pedal cannot be over- es'
timated. Music is sound and the pedal is one of the most potent means of treating musicI
i;;1 L-1
al sounds correctly aud with good taste. If the pedal be used aright, the tones of one
chord will blend v.ith those of ~µother, without either mixing with, or· being detached from each other. You
must practice a correct foundatfon method for the use of the pedal \0\-ith as much care a::; could be be::;towed
upon any other exercise. II'lie average pianistneglects this. In most printed music, the damper pedal
is
marked to be put down at the instant of playing the chord, and at the accented beats and harmony changes.
This is misleading. Through such a habit, one i::; frequently led to include ::;ome of the sound of a preceding
.chor "'ith tones of the chord for which .the pedal is intended. One i::; also led by this proce::;::; to lift the foot
prematurely, so as to fail to connect tones, which should be connected. A bad pedal habit, which many pupils
have, is to stamp the pedal ::;imultaneously with the accented titrokes in playing, thus producing a muddy and
unclean tone effe(:t. A::; soon as the pedal is down every wire in the piano is free to vi~rate. If you strike
the keys heavily, ::;imultaneously with a vigorous attack on the pedal, every wire L.1 the piano can be made to
.sound at once, with extremely discordant effect. The actual notes :;truck "ill, of couri;e, sound moi;t distinct ly, but each note will affect several sympathetic tones, namely the octa-Ye, the octave of the major third and
perfect fifth, and their duplicates. Besides these, fainter vibrations of other tone::; will.also be heard.
Experiments with the effects of sound and an effort to train the ear to hearaccurat,e1y i:;o a::; to distinguish
between musical and unmusical effects, are most necessary and profitable to every i;tudeut of music at the
piano. This subject will be treated of again in sub::;equent lessons.
This sign, f.'.., called ~ ' ho}d7 indicates that the tone over which it is placed should be held about half as
long again, as its given time-value. For example,awhole note with a · hold over it would be equal to a dotted whole note(~= Q.), or the equivalent of six quarter beats. Sometimes this added time can be extended ..
Observe the phrasing. Begin each phrase after the holds with a new impulse.
Use the pedal throughout the piece as is marked for the firat line. The foot is raised at the first quarter
beat exactly when each chord sounds. Keep pedal up the first half of the time of each chord. Keep the pedal
down during the remaining time of each chord.
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LESSON N'! 88.

Scale of E Maj ?r and
Ill.
'

A~

~9

Major; Finger Exercises

1.
Scale of E Major.

Ill. Ne:> 4.

Ill. N<? 1 is the scale of E Major, written
== 9
9
9 ft
9 O I
without the key signature and with the sharps
placed before the notes F, C,. G and D.
Ill. Ne:> 2.
Ill. NC? 5.
Ill. NC? 2 is the same scale,written '\\ith the
0
II ,:.,~.
...,
.key signature, four sharps placed after the clef
90
S a 8 a..,.
sign.
Ill. N<? 3 .
Ill. N<? 3 is the scale of A~ Major, written
Scale of A~ Maj or.
Ill. N<? 6.
0
without a signature, and Ill. N<;> 4 is the scale
a
' 1.,, ..
..
..
i....
of A~ Major written with signature. Ill. N<? 5
.and 6 are the same scales written in the bass
clef.
Study and learn these scales according to instructions for scale practice, as explained in Lesson N9 13.
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Ex.1

Ex.2

Practice the above exercises carefully,· following all the instructions for finger exercises , which
been given in preceding lessons.
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The above scale exercises are to be played through-out '\\ith the thumb and second finger;
again with
the thumb and third finger; and still againw-ith the.thumbandfourthfinger,as marked.
In Exercise N<.> 1, play C '\\ith the thumb in measure one, a.n d hold it for three beats. At the first beat in
measure two play D with the second finger. At beat two lift the thumb. At beat three cross the thumb under the hand and carry the hand to the right, so that the thumb shal! be at a point directly over E.
At the first beat in the third measure, play E with the thumb. At beat two lift the second finger.· At
beat three carry the hand along and move the second finger to a point directly over F. Continue in the
same manner throughout Exercise N<? 1 and Exercis.e NO. 2.
Count . ~teadily and play deliberately.
Study carefully the rules given iu Lesson N<! 30 , for the use of the hand and fingers-in the similar ex.:.
ercises for arpeggios. Lift fingers on/,y at~ a;nd never before~ the second counts.
In Exercises Nos. 3 and 4 the lifting and crossing move of one finger is to be made
simultaneously
·with the playing of another finger. For example, in Ex. N<.> 3, play with the thumb on C. As you play D
with the second finger lift the thumb and cross it under the hand, ready to play E. Continue in the same
manner throughout the exercise.
Exercises-N<.>~ 5 and6are similar studies in triplet rhythm. Accent the first note of each triplet.
Carry
~he hand along regularly, and play the scale fluently and evenly.
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The . above scale exercises are to be played through-out with the thumb and second finger;
ag.ain with
the thumb and third finger; and still again with the.thumbandfourthfinger,as marked.
In.Exercise N<? 1, play C "ith the thumb in measure one, a.n d hold it for three beats. At the first beat in
measure two play D with the second finger. At beat two lift the thumb. At beat three cross the thumb under the hand and carry the hand to the right, so that the thumb shal! be at a point directly over E.
At the first beat in the third measure, play E with the thumb. At beat two lift the second finger. · At
beat three carry the hand along and move the second. finger to a point directly oyer F. Continue in the
same manner throughout Exercise NC? 1 and Exercis.e NO. 2.
Count . ~teadily and play deliberately.
Study carefully the rules given in Lesson N<:> 30 , for the use of the hand and fingers-in the similar exl
ercises for arpeggios. Lift fingers only at.1Cvnd never before-' the second counts.
In :Exercises Nos. 3 and 4 the lifting and crossing move of one finger is to be made ·simultaneously
''ith the playing of another finger. For example, in Ex. N<? 3, play with the thumb on C. As you play D
·with the second finger lift the thumb and cross it under the hand, ready to play E. Continue in the same
manner throughout the exercise.
Exercises-Ne;>~ 5 and6are similar studies in triplet rhythm. Accent the first note of each triplet.
Carry
i;he hand along regularly, and play the scale fluently and eve_~_!y.
Copyright MCMVIIl by Siegel - Myers Correspondence School of Music.

University Extension Conservatory
.-Chicago,111.
A OOURSE -OF PIANO LESSONS

LESSON N'!

by William H. Sherwood

40

Soldier's March
The"Soldier's March''-i,s, as the name suggests, a vigorous and
animated composition. It should be played with decision and marked
accent. Tpere are two beats in each 111easure and four measures in
each phrase. The first mea~ure of each phrase contains a dotted
eighth note, followed by a sixteenth note. In the first beat, the sixteenth note shoul~ be made to sound .ahpost like an app9ggiaturanote,
in ·relation to t/ie next c!iord. Play' the first chord with down action
of the wrist. Hold the wrist high in preparation for the down wrist
action. The .wrist should bound up again from the chord and the
player should deve'l<?P the control neces8ary to m!lke the wrist remain
up, after it is raised from the chord. Slow practicing will greatly assi8t this effort. Trained ability to hold the wrist and fingers poised
in the air, adjusted above the next keys, is just as important as to hold
the keys down, with the hand still, when sustaining notes.
Lower the wrist again Whtm playing th~· sixteenth note and the
eighth note .which follows. The liand should bound from the sixteenth
note to the eighth note, as a rubber ball would bound, if thrown
lightly to the floor.
You are expected to distinguish between the bounding strokesof
the wr·i st (which occur twice in the measure) and the bound of the
luind, between the sixteenth notes and the following eighth notes.
The hand action, during this short interval should be slight, in order
to get the right proportion of action. The fore-arm action,
used
in
on eighth intervals, can be relatively greater. It is desirable,
playing the eighth note chords, to use elasticity of the wrist and
still be abl~ to cling to the keys with the fingers (holding them al ways near the keys) during the length of time that it takes the wrist
to bound down and up.
A clinging touch, comN.ned with elastic use of the wrist, can
be so managed that sonorou!', "singing" tone will be the result. When
playing with rebounding use of wrist oh. hand,, m~y p~
a ers
will
Allegro deciso ~ a . ~
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produce cut-off, short staccato touch only, but in many cases it
is more desirable to maintain the elasticity in the wrist, -w ithout
unnecessarily shortening the tones. Make the moves promptly, so
that the regularity of the beats will not be ip.terrupt.!ad,.
Observe and accent, as marked, the quarter n-::>tes in
the
first two mea.sures of phrases ·S, 6 an.d 8. The 4otted eighth
notes are practically in the same class with the quarter notes, representing half of a measure. The-sixteenth notes . belong in the im pulse for the succeeding quarter !).Otes, arid should never be played
too early; they should be "grouped" with the succeeding notes.
Th~ · player sh.ould have at his command the various degrees of
staccato, froµi the shortest possible stroke to the longer,
half staccato, or "portamento" stroke. The very short staccato is
accomplished .by tossing the hand only, instead of the forearm, or
by flexing the fingers . suddenly. The "portamento" employs the
use .of the wrist and might mean, in some cases, that the tone should
be sustained during half o·r three quarters of its full time-value.
in
A very short, staccato touch can be made by .' 1rawing
the finger tips suddenly, from the second joint •A violinist is
able to produce at least three distinct kinds of staccato; pizzicato
is produced by picking the strings, as is done in playing the
guitar or, banjo; a less short staccato (such as we are trying
to explain for the piano) is produced by bounding the bow; a
still less short staccato ·is prod.uceci. by drawing the bow across the strings, separately for each note. It - takes more skill,
with either instrument, to produce slow staccato than a short,
crisp staccato
The habit of taking accurate pains with little' things, is the
sµrest means of learning to do great things well; hence the intentional simpncity of the selection for this lesson
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Exercises fo1· Lh nber Wr ist Action
These exercises may be practiced in two ways, the slower forms
with up and down action of the forearm with ·controlled knuckle and
finger joints (as described in Lesson N<? 14), and the more rapid
form s (Exercises No,-. 3, 4, S, 8, 9, 10) with .hand action from the
wrist ( described in Lesso n N<? 36) . The same fi ngers are to be
used for each chord i1't succession. If you commence. with the 1st
and 3rd finger.'-', continue to use them throughout the exercise; next
time, use the 2nd and 4th; etc .
fn Exercise N<? 11 the forearm (at the wrist) should be rai sed
during re sts, and lowered when playing the not es. Th e hand from
In Exercises
the finge r ti ps to the wrist joint should be steady
Nos. 2 and 7 the forearm moves up after each chord and down to
play each chord. T he exercises given below should be extended
across th keyboard and transposed to each major and minor key .
Ex . N<?

simile

Ex. N<? 2

Ex . N<? 5

Ex. N<? 4

~

Theymay be practiced with additional varieties of speed and r hy thm.
\II/hen practicing the following exercises it is of the greatest advantage to work fl par t of the time so slowly that it will take sever al seconds to move the hand up and down , a nd to to uch the keys
so gently that you· will not press them down . This kind of pr actice develops control and independence of the joints. T he power t o
fix the j oints of the fingers in a steady posi,ion requi res attention
and energy, particularly when combined with 15elaxation at the wrbt
joint. Every player will have a natural impulse, every time
he
makes the wrist motion as above described, to actually make a finger j oint motion more promptl.I/ than the w rist motioi:i
intended.
This must be avoided, as it is a great imp ediment to correct contro l
of the fingers duri ng wrist action.
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Ex .NI? 9

Ex.NI? 10
f,

-~

{

{

~
Play the follow ing composition first as a legato chord study.Play
it also using the forearm, act)on fo r each chord . Play variation s of
this exercise in 8th notes, t riplet Sths, and 16th notes as in previous
exercises in this lesson, using hand actio n from the \\Tist, which is
more u. eful when playing rapidly and lightly. When changing chords ,
use such finge r .action as is necessary to prepare for the next chord .
The first musical motive of this piece consists of two mea s ures wi th two intervals in each . T wo sets of two meas ures each ,
Ex . NI? 11
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make a phrase . T here is a slight subdivision in the fi rst phrase a t
the end of the second measure . The second phrase (measures 5 to
8) is continuous, with the crescendo in the seventh measure . Th e re
is a subdivision again in the third phrase, at the end of the tenth
measure. The fourth phrase is continuous. Commence after each
subdivision wi th a new impulse, using down arm action, a nd ter minate
each subdivisio n with up arm action, when playing either the orig inal
theme, or variations upon it. Observe the marks of expression.
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The above exercise commences in the key of C Major and progresses by half steps, through five of the mn.ior keys. '\\,..e expec't that you will transpose'the ..exercise .and practice it in the remaining major keys;
liu~rely

requires the selection of the first

fiv~ ~otes

this

of each .major scale.

In subsequent lessons we v.ill endeavor to teach you how to

modul~te

from one key to another, thus mak-

ing the transition more musical.
If you are not skilled in this kind of ·w ork, repeat the exercise in each key from four to sixteen times before proceeding to the next. Practice counting slowly at first. As you become more proficient, gradually increase the tempo. Every player, no matter how advanced he may he, should give some time to slow

practice.

Keep the hand well over the keys, so that it will not be nec~ssary to straighten the fingers in order to reac·h
black keys.
Play the exercise in other octaves besides.the one in which it is v.Titten. En,deavor to play with an agree ·-·
able touch, and with perfect equalit.11 <5f tone.
In the third and fourth measures of the Exercise in D~, the flats are printed. Other flD.ts and sharps are to be remembered and duplicated accordiI~g. to_the_custonLwhtch_requires_such a ._ sign._hqt: once in the measure.
Copyri:.d1t MCMVill hy Sielflll-:\l.rers Correspol)dence School or Music.

University . Extension. Conservatory
A COURSE OF P;IANO LESSONS

Chicago, IU.

by William H. Sherwood
Ex. N91 Right Hand
'l

1

/

.

~

LESSON N~

4:3

a

"
\
I
ditto:J
~
IP
1 i~
\ . \\)
~! -...__.,~2
l?t?~·~,¥eB ~1T~st
IJi3 IU
~FJ:.~bJei~
fJ.,.to1d!!d1
I
~filU·£tMJAe1n1l,1u
IJentU inlJ tUll
1 ~u
2 nt
3
4
t
3
2 - 1..___. s~ L__...-!>

1

~ -

wrist

1

'a ~,;rJ__LJ?ffraffiJFla '~ffildr-t * 1ffll· n +tttWrm-~-JlJJRniNJ

Ex. N<? 3 Right Hand
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Ex.NC? 8

In the above exercise, the correct fingering is used for the scale of C Major.
In Exercise N<? 1 play C ~ith the thumb in measure one and hold it for four beats. At beat one, in measure two, play D ~ith the second finger. At beat two lift the thumb. At beat three cross the thumb underthe
hand and carry the hand to the right (the joint of the second finger turning to the left), so that the tip of
the thumb will be at a point directly over F. At beat four relax the wrist and move it gently up and
.down. This additional use of the "vrist, alternating with the regular exercise,it:; to make you learn to keep
the forearm free from weight and the wrist limber.
In Exercises Nos. 3 and 4 play at beat one in each measure. Lift a· finger at beat two.
Make the
crosRing motions of fingers and hand at beat three as before explained.
In Exercises NQ.S 5 and 6, play at beat one of ~ach measure. At beat two make all the moves that were
to be made in exercises three and four on the second and third beats.
In Exercises Nos. 7 and 8 the combination of moves explained in detail above are all to be made at
one interval.
The efforts in preceding exercises to subdivide the moves should lead you to observe the number o_f different functions involved in the pro-0ess and to give you greater independence, control and fluency.
Practice Exersises, 7 and 8 with each hand separately, later withboth hands together. Also practice the
scale in the rhythm of triplets of efght notes, and ln sixteenth notes.
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Finger Etude
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The above composition is a little study in training the fingers to ind.ependence, and the application thereof
to the expression of a piece of music.
'rbe composition, instead of being written as a· melody with accompaniment, is written in voice parts,which
answer each other in a more or less conventional manner.
In the first pad of the composition, observe how the eighth notes answer each other in alternate measures.
In measures 13, 15 and 16 observe and bring out the increased stimulus and animation of the climax, when
.b oth hands play eighth notes ..Lea.rn to arrange in advance for changed positions on the k-eyboard.
Take the trouble to memorize the printed fingering, in order to avoid hesitation or stumbling.
Count two ih each measure. The line drawn through ; the C in this ma~er<0> is equivalent to ~ time.
Observe for each finger alike the exact time of lifting and striking, iri· order to obtain the necessary independence. of finger action, and clearness of expression. Accent twice in each measure. Play "crea.cendo in ascending and diminuendo .in descending figures generally.
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Lesson NQ45

Chord 'Construction and. Musical

Analy~is

MAJOR SCALES AND THEIR RELATIVE MINORS
teil under the same signature, the raised seventh
of the minor scale being indicated chromatically,
when used. See Illustration No .1, showing related scales of E flEtt major ~nd C minor. Notice
that one signature suffices for both. And that
all the tones of boUi scales are alike except B q
which is the raised seventh of the minor.
C minor

Ill.No.1

~

e

'' e

''

e

"

Par. II. The student is advised at this EOint to
write out the fifteen major scales itpd their relative minors, unless he has previously done so. In
raising the seventh\ degree of each minor sqale,
be careful to preserve the same letter name as,
was formerly given to it. If it has been a sharp,
according to the major scale signature, then it becomes a double sharp; if already a flat,it becomes
a natural; and if a natural, it becomes a sharp.
Par.III. .Do not study tlte l~s~onfttrtlter un-

til tltese tltirty scales ltave been e'itlter written
or reviewed carefully. After this has been done,
observe that upon a given key-note two scales, one
major and.one minor, may be constructed: thus,C
major and C minor; E major and E minor; B-flat
major and B-flat minor, etc. These are not witten under the same signature, but they commence
upon the same tone and are called Parallel Scales. Play over slowly, listening attentively, to first,
C major and its relative minor (A minor,) then C
major and its parallel minor (C minor.) The ap"".
parently closer musical relationship existing be.:
tween the parallel scales will be quite evident .
(See Foot note A.)
·
-TRIADS
Par. lV. A triad is a combination of three tones. The best way to fix in the ming the
letter
names of the tones of a triad, fs to write out the
first seven letters of the alphabet twice, that is,
A,B,C,D,E,F,G,A,B,C)D,E,F,G.Every group of
three alternate letters from any given point form.S
a triad of some kind. Thus we get A,C,E,B,D, F,
C,E,G, etc. By frequent repetition, let this sequence of letter names become a sort of rhyme
or phrase, so that the proper letters are thought

of instinctively from any given rout .. tone. It is
then a simple matter to transfer
these letter
names to written notes on the· staff which is the
sum and substance of chord ·formation. The tone
upon which a triad is founded is called the root
of the tr~d. The tltird of a triad is the third
tone above the root of the triad. The fiftlt of a
triad is the fifth tone above the root of the triad; Illustration No.2 shows a Triad founded upon the tone C.
111.No.2

~Fifth
~Third
••••• Root

A triad can be formed on· AN(Y given tone according to the pattern given above.
Triads take their general name from the tone
of the s~ale upon which they ar,e founded. For
this purpose the tones <!f tlte scale are named, in
in order:
'.t'ONIC (I,) the lowest lone, or key note.
SUPER.. TONIC (II,) the second tone ('Super''
means"above;" hence Super-tonic means "above
the Tonic?')
MEDIANT (Ill,) the third tone.
~'Mediant''
means in the "middle;' and the Mediant is half
way between the Tonic and the Dominant of the
·.
scale.)
. SUB-DOMINANT (Iv,) the fourth tone. ('Sub"
means "under;' and .Sub-dominant means "undet,
the Dominant!')
DOMINANT (V,) the fifth tone. (This is the
strong dominating tone of the scale.)
SUB-1\IEDIANT (VI,) the sixth tone because
it is a third below I as ill is a third above.
LEADING•TONE (VII) the seventh tone. This
degree always wants to lead upward.
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The"Will O' The Wisp" is a staccato chord study. With the exception of the sixteenth measure it is to be
.played staccato throughout. Study out the chord changes. Observe the ability the composer has sho'\'\'11 in mak- .
.ing an interesting variety of harmony, and in the clever treatment of the different voices. As the upper one Gf.
.the· four Yoices contains the principal melo-dy, make its tone~- strongest. The bass melody is ne~t in importance,
as the bass tones are next in strength. The progression 'of all parts, which we can appropriately call respect.ively bass, tenor, alto ana soprano, will be found to make complete musical sense of melody and phrasing collectively. Meanwhile each part, taken singly, will prove to be complete in itself.
Observe the marks of expressfon, the sudden changes from. f orte(f') to pianissimo (p). This is characteristic
of the flickering nature of the"Will O'The Wisp'?
These marks (,) (..,) (v), denote-down and up movements of the forearm. This mark,(,), denotes the
do'\Yn movement; this mark,(.....-),the up movement, while this mark,(..........), denotes a quick combinationofthe two
movements. _In measure one,for example, the first two quarter notes sholild be played with a suddendownward
up action of the forearm. The first eighth note of bea:t three ·should be played with down action of forearm and
the second eighth note sho'illd be pl&¥ed with hand action from wrist. Th~ quarter note at beat four should beplayed with up action of forearm. The length of arm strokes should be small. The arm should ne'\·er be heavy.
Carefully observe the marks as printed, in the other measures.
'
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Exercise N91 is the arpeggio of the diminished seventh chord in the key of C.
Use the fingering as marked.
·
Follow all the directions, as to the separate control of the fingers,hand,wrist and forearm, which are given in LessonsNos.22,soand
.

Give especial attention to carrying jhe hand horizontally, across the keyboard. When one finger plays, move the hand, wrist and
forearm far enough to the right or left\as the case maybe) to carry the finger that is next to play directly over its key.
.
The knuckle joint of the finger in use moves like a hinge, allowing the finger to turn right or left, according as the general move:..
ment of the hand is left or right. That is ,. if the movement of the hand is toward the right, 1he hinge movement of the Knuckle joint
of the finger in use is toward the left; and if the movement of th_e hand is toward the left, the hinge movement of the knuckle Joint
of the fine;er in use is toward the right.
In above position the line from the wrist to the knuckles (except in unusual instances) should be parallel with the black keys.
In carry!ng the hand along the keyboard, there should be very little turning of the wrist, and no sudden twisting or shifting the hand
to the right or left.
.
·
An important rule for passage playing, is to form the habit of moving each finger in turn towards the key upon which it is to
play next, :\s soon as practicable, after it is raised from the preceding key. This rule is most generally known only in the control
of the thumb, when it is necessary to pass the thumb under the hand. The rule, however, is equally valuable in the control of the
thumb in reverse order) and also in the training of all the fingers.
·
You will be amply rewarded by full attention to it; not only because of its effect upon your mental alertness, but because of its mechanical ad vantages.
·
·
·
Exerci!;e N9 2 is the arpeggio of the Chord of D Major. It is written out only in half notes. You are to practice it in quarter notes,
eighth notes, triplets and sixteenth notes, as is . fully written out in Ex. N<? 1.
.
Count steadily, and repeat each arpeggio until the note from which you start is played on beat one. Practice first with each hand separately. Later with both hands together, alternating with the practice of single hands. Practice Ex.No.1 (d) following instructions exactly.
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One of the mpst difficult things to master when playing scales, is the management of the wrist, as was pre·
.viously explained. This difficulty is very largely caused by inattention to the wrist, when practicing a scale,
.t hus allowing it to become stiff,
heavy· and ungainly in movement; very much to the player's detriment .
See Lesson N9 14, in which the m;e of the forearm and wrist is explained, and learn to lift accordingly, at
each re st and at the end of each slur. Such movements must be very moderate. This mark;'\}}' is used to denote
.a down·wrist move(froni a prep~red high·wrist position to a level, playing position ).This mark, 'c;': is used
.to denote an up· wrist move (from playing position back to the high preparatory position ) .
·
Lift the forearm, in a similar manner, about half way between the half notes, which are marked with
a
.dot and dash, indicating half-le Jato, or so-called "Portamento~
.
The continuous playing of passages with each hand is futerrupted on purpose, in this study, in order to
.make the student conscious of the use of the wrist. When putting down the wrist to begin the scales
the
.student is not to allow the hand to become heavy.
When the fingers play, relie-Yedfrom any weight of the hand and arm, they can act independently and produce. a good musical tone, which. is impossible when they are clogged with extra weight. This same
dead.weight is the worst impediment to playing well, when passing the thumb u:nder the hand. Hold the wrist a.b out two inches above a level position, before it is lowered to begin playing, and hold the finger\\-hlch is first
to play, firrn,and in a "down" position. Meanwhile hold the other fingers curved and "up" i see Lesson N9 22).
The arm motion, when playing the first note, is used as a substitute for the finger motions, v.hlchwill then
be made with all of the fingers in turn 1during the ensuing legato passage.
When playing the second note with the right hand, move the hand along the key-board in the dinction · of
the passage, going up the scale; the left hand similarly when going dov.'11.
The avhage player allo,vs the right hand to stand still until the third note is played,(in an ascend~g scale),
when the wrist is twisted suddenly around towards the right. This is not the best way. Carry the body of the
.hand along regularly and moderately, in such a manner that the knuckles will move parallel with the wrist.
This process necessitates turning the finger back from the knuckle joint, which is a much more useful method
.than that of twisting the wrist. It requires much mechanical care about details to do this.
</ t~/ tAt this stage, when holding the key with the third finger, both the thumb and second finger can be moved
, to the right. The thumb should be under the 4and but above the keys. It should be pressed against the palm
of the hand. The second finger should be r~ised and curved and .c rossing the third finger, which will have
turned back while holding its key, in order to allow the hand to move along '"without twisting-thewrist. When
playing with the thutnb;see that the wrist is light, and does not stiffen or fall. While the thumb is holdiIJ.g its
:key, carry the hand across witk tke wrist to the right, the fingers,meanwhile, being raised and curved.}
Simultaneous movement of the wrist and hand can be made across the thumb note, without twisting. In this
process the largest j'oint of the thumb (that nearest the wrist) must turn to the left, with as much flexibility and
independence as the wrist moves to the right~, (See' Illustration N<? 3, Leason N'? 32.) .
As soon as the third finger leaves its key in the scale,it should lift, keep up and move away from the second
. finger,( so as to cover its next key), thus leaving the second finger free and preparing position in advance.
.
When playing with the fourth finger, and when expecting to play with the thumb beyond (continuing such a.
passage), the se~ond finger can qe made to cross the fourth finger. The second finger shoulfl be raised and curved,
.while the third finger (which is not playing) should be raised higher than the second,and stretched out(not so much.
curved). (See Illustration N? 2, Lesson -:N°C? 22.)
.
.fl../ This enables oneJ o avoid clogging the crossing movement of the second finger. In the returning passage,si;m-.
· ilar principles are to be u.sed. The third finger can cross the second finger on the way down, in one case, and.
·the fourth finger can cross the ,second, in the other case, the tl~ird finger being again raised more than·
the
fourth and not SO rriuch CUrVed, in order· to ·allow. the fourth finger a better position. This position is 8hown in
Lesson N<;> 34. Illustration NQ 2. .
.
During ali' this work tl{e wrist, should be free from heaviness and stiffness. The '\\Tist must be watched, in orderthatitniaybe trained to assist instead of 'hinder, . in good passage playing.
~this study many of the short scale figu.res a~e in differe~t keys,and in many cases <?ne is to begin ?n so!Ile note i not.
the first of the scale. Some passages are written m the melodic rmnor scale and others m the harmomc rnmor sea e. .
A variety offingerinf is necessary and an independence of the two hands, in relation to each other; particularly in
the way the one 1!ana ~ play with.wrist action, whil.e the other ~ll be playing with legato finger action.
.
. The modulations m this study and the understanding of the different lceys are to be learned fl1rough careful
examination and listening. · ·
·
· The fingering should oe committed to memory. These marks, " \ I" a.re only printed in the first six measures, but the habit indicated thereby is to be continued throughout the study.
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LESSONNQ51
This leBB()'ll, and Lesson
N'! 52 Me to be studied together.

Melody, Harmony and Rhythm
MELODY
In studying this piece, the student is ~sked to examine t~e melody and explain its characteristics. The phrases
are generally four measures in length, although in this case the notes are combined in short groups, alternating legato and staccato, as indicated by the slurs.It ·w ill be noticed that these slurs do not define the phrases, as many
people may think. Some of the melodic figures. are only two beats in length.
Notice the degrees of the scale which the notes occupy:Decide what dynamic proportion shall be shown in the
. relation of notes to each other, such as accents, crescendo and diminuendo, sustained and detached effects and the
different degrees of $peed called for. Play ·with an agreeable, singing touch,and moderately rapid movement.
Notice the symmetry of rhythmical formulae and the contrasted ways in which they are grouped: Notice the
"Dialogue~'
In the ninth measme, the left hand begins to play the melody, continuing for several phrases. in
the eleventh and twelfth measures the right hand plays a phrase of melody also, simultaneously with the left hand theme.
The "Dialogue~' or independent counterpoint of two melodies at once, is heard several more times during the
piece. Thematic . development of short figures is the principal process of composition in this piece. After the
. stimulating modulations, from the fourt~enth to the nineteenth measures, observe the more quiet and restful ep-'
isode in the key of Ji' (measures 21-24); next the stimulating series of modulations, from the twenty-sixth to the
~hirty-second measure , leading to the final section of the piece, the repetition of the f frst theme,in the original
key. In the twentieth mea sure, you will notice a new formula in the melodic figure. Thi's formula is a varia tion on the one used in the fir st measures , but through a continuous running of eighth notes '\Ve are .ableto have
a few figures of legato playing.
HARMONY
Notice the principal key in which thispiece'is written. It begins and ends in the key of 0 major.
In the
fourth measure is a modul~tion to the key of G, brought about through the chord of D, by the ns e of F sharp.
In the same measure is a return modulation to the key of O, brought about by the use of F natural,in the chord
of G. In the sixth measure is another modulation to the key of D minor, brought about by the use of 0 sharp
in the chord of A. In the seventh measure is a temporary modulation again, to the key of G, followed immediate.ly thereafter by a returning modulation to the key of 0. In the remaining measures of the piece you are expected to find out all the key changes and to explain how they are made. The bringing about of modulations
from one key to another, in each case,is accomplished through the, dominant chord belonging to the new key.
The .d ominant is the fifth degree of a scale; and the particula~ notes named above as being the ones which
cause these modulations , are in most cases the major thirds of the different chords of the dominant. ln a few
.cases the modulating or changing note will be found to be the minor seventh of the dominant of the new key •
.Such modulating noter should be accented.
'The pupil should listen, and he able to iden.tify by sound and by name the different harmonic progressions,
the chords J.>layed, the major and minor keys in which he is playing, and also notice the relative adjustment
of the voices of one chord, as related to those of another chord, throughout the progressions.
RHYTHM
The movement of this piece is in time,moderately rapid. We . count one to each quarter note, or one to
every two eighth notes. This movement calls for the principal accents on the first and .t hird quarters of the
measure. Such a rule of accenting will help to interpret the basses. Play the left hand part alone and · notice
that the lowest notes, the accented ones , are played on the first and third beats of each measure. This rule of
accenting would be too mechanical, if used exclusivelyfor the treatment of the melodies arid the phrasing. It is
to be carried out for the bass notes, but the melody ·requires a crescendo expression in most phrases, when the
intervals are running up the scale, and a diminuendo when running down. Various marks of expression show
changes in the treatment of the music, which are not to cause one to forget the rhythmical accent of the bass
. notes, but to add thereto a new variety of expression, as called for.
It will be seen that the blending of different functibns of melody, harmony and rhythm are united to produce a musical and artistic combination. The form of this piece, iii the groups and contrasts of the different
sections, as related to each other, is also to be sfodied. Thematic development is nearly all confined to working
.out progressions through the repetition of ihe short figure,(the three notes played by the right hand in the first
.measure.)
The student is referred to Lesson N'? 14 for use of the forearm and wrist and to Lesson N<? 37 for instruction and explanation of signs referring to the damper pedal.
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are to fJe studied topt"8r

A Formula for Scale Practice, consisting of Twelve Com,hinations for each major and minor scale. Composed and used by
Rev. L. H. Sherwood, M.A., father of the writer of these Lessons,
founder of the Lyons (New York) Academy (1&54)'. . (The secoi1d
Music School established in America).
Each exercise is to be"plawed through two octayes and return. The fingering of the scale is to be uncka;n,ged•
tltro1tgkout, notwithstanding .the extra care this necessitates. These combinations are calculated to give the player
much skill and ability in adapting hintself to the many ways in which the composers use such progressions.
With his first efforts in practicing this formula, the student is advised to continue the rhythm of quarter notes
in itinl.e.Thequa; ternote is to be played at the speed of 100 =metronome mark for each note. This is slow practice.
is not slow enough, however, to learn positions of the hand, the independent crossingmotions, the separate manage. ment of fingers, hand and WI'ist,and other motions,preparatory to arpeggio and scale practice, which have
been clearly explained in previous lessons. Yqu ~hould refer frequently to the rules and exercises there given, and
take turns practicing the elementary and the present f~~nis. · - · .
·
·
The fingering for each major scale is given in the following set of examples for both right and left hands. It
iR not thought nece88ary to print all of the formula~ in the other eleven keys. The formula printed out in full in
one key is to be used in a:ll, and, with_ the table of numerals before him, a little thought "'ill enable the student to
construct, or make up, his own scale exercises, developing meanwhile a good start toward the ability to trans-·
pose, and to th-ink music.
The scale of Eis selected as the first, because it involves less mechanical difficulty than some others.
The
scale of C is really the most difficult of all scales to play well. The fingering for the scale of E, with the right
hand, calls for the thumb on E and A, and for the fourth finger on D#. The fingering for the left hand requires
the use of the thunib on E and B, and the fourth finger on F#. This fingering is to be used invariably, no •matter
what note you start with, or what .c ombination of two hands there may be, in the following exercises. T)le twooctava: limit is useful for present purposes. It is best to practice each exercise, between the repetition marks,
from two to sixteen times in succession, before taking the next combination, and with two hands. It would b.e
well to give one-half hour a day, for at least three days, to the practice of the scale of E,with the twelve combin~
tions here given.
The 'following table shows the first note to be played in starting each one of these combinations~ The n_umerals
refer'to i11tervals of the scale;that is;

(It

R.H. l. and L. H. 1. mean that each hand would start with E, if practicing the scale of .E.
R.H. S and L. H. 1. mean that the right hand starts with G#, and the left hand with E.
R. H. 1. and L. H. S mean that the right hand starts with E, and the left hand with GJ;
Parallel moti<>n means that the hands move in the same direction.
Contrary motion means that the hands move in opposite directions.
Always play to the extent of two octaves and return.
PARALLEL MOTION
R. H. 1
s
1
1\
3
L. H. 1

CONTRARY MOTION
1
1

8
1

5
1

1

3

5

1

s

3

3

s

5

5

The last three of these combinations, in which the left hand starts with 5 of the
.quite so musical as the others, but they are equally important.

Then take the scale of B

5
5
s~ale,willnotsound

major apd practice the same twelve combinations in that scale for three days more.

Next, play the scale of D~,with the same combinations. and thoroughness of method, spending an equal amount of time upon it;
then the scales of A~,E~ and B~. Next in order take the scales of A,Dand G,
1
next, the scale of F#, then the scale of F, and finally the scale of C. This is an arrangement which admits of commencing With the easiest and ending With the most difficult scales. When a scale is well learned, it
will be desirable to increase the velocity, playing at double the rate, giving quarter notes the time value of
eight)i notes; and again doubling these eighth notes, thus playing sixteenth notes. Attempts of this kind, when
made, should alternate with the slow form of quarter notes, and with frequent, still slower elementary eff.orts,
with one hand at a time, as explained in earlier lessons.
Copyrig·bt, :\ICKVIIl, h,Y Sicgel-llyers Correspondence School ot ?rlus.ic.
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Contrary Mo ti on

&K11~~~~~~~~~~~~&Ka,•mama
L.H.5\~

L.H.5

~~~Wfi~~~~
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Major Scales
T he following exe r cises show the finger ing for each maj or scale . The first example for e a ch ha nd begins on I of the scale, a nd
is giv en in each of th e twelve ma j or keys. T he compl et e for mul a fo r twelve combinations is explained in Lesson NI? 54.
You are exp ected to mak e up a s imila r ser ies in each key,
. i( you have not as yet done s o, as g iven in full in· the examples
h er ewith. The fing e ring fo r each scale is ma r ked for on e octave,so th ~t you can m ake no mistake in fin gering , if you keep each finger
for each note, as indicat e d in th a t octave. For insta nce , in th e scal e of A Maj o r , you will s ee that the fou r th finger is marked for B with
the left hand . Every time B i s play e d by the left ha nd , no ma tte r where or in wha t r elat ion to oth e r note s, you must have the fourth finge r on that note, in that key. All of the rul es give n in the preceding lessons apply throughout.
Noti ce tha t th e s ca le of B is identical, on th e key-b oard, with the scale of C~. Also note that the scale of F# is identical with the scale
of G~ . Again the scale of C# is identical with the scale, of D~. Both methods of writing these scales are shown .

Scale of C

I

2

etc.
1

2

3

1

2

3

4

5

Scale of D

Scale of G

1

s

2

I

t

8

2

etc.

4

5

1

3

5

Scale of E

Scale of A

I

etc.

3

1

f

Scale of

2

1

5

i harp
2

s

1

2

3

Scale of

4

8

C~
::.:

4

2

2

3

4

t

s

4

1

.

Scale of F

sharp
3

3

t

1

2

2

etc.

etc.

Scale of B flat
2

1

~

8

Scale of D flat
2

t

3

1

Scale of C flat

Scale of G flat
2

1

3

2

t

8

etc.

etc.
3

2

,

A

..

3

2

t
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LESSON N'? 56

by William H. ShP.rwood

Grandmother's Story

Carl Reinecke Op. 77

This is a cheerful, happy little composition, telling some pleasant story of long ago. It is to be played, as the
word "Moderato" indicates.in moderately rapid time. The six measures, beginning with measure 9, grow gradually stronger and more serious in nature. Measures 15 and 16, on the contrary, are to be played softly and in
a pleasant,quiet manner. Measures 17, 18 and ·19 express a certain amo-unt of pathos, which contrasts with the cheerful, happy natuTe of the last eight measures of the composition.
In many places there are dots and dashes,~~, or dots and slurs,;;, written ""ith certain notes.Both of these
indicate the "portamento" touch, which means a sustained, singing tone, but a tone .that does not quite connect the
notes with each other. The word <eportamento" i ~ used by pianists to expl ain this kind of half-legato touch.
In measures 2, 4, 6, 8, 10, 22, 2.4, 26 and 28, there are some dotted lines dra-vvn from appoggiatura notes
in the right hand, to thE chords played by the left hand. This means that appoggiaturas are to be played thl'oughout exactly with. the chord..,, thus: ~

it~
Observe the fingering carefully. Take care to hold down the half and whole notes for 'their full time-value 1 particularly in those measUl'es whei;e one finger has to hold down a note, while other fingers have different notes to
play at the same time. For example, in measure 13, the lefi hand is to hold A with the thumb during the entire measure, while the fourth, fifth and third fingers play notes of different values during the same time.In measure 22,the left
hand should hold down the keys E and C during the whole fom· beats, while the G movesi to G#, at the fourth
beat. The hand should be kept still during the time of the sustained notes. At the portamento signs, the wrist can
be raised slightly between notes, but not in such a manner as to cause you to leave the keys abruptly.
The damper pedal must be used very sparingly in this composition, and never so that ~ou allow the changes of
harmony, Di' the consecutive tones of the melody, to overlap. This is alway s an important factor in the use of the
pedal. 'P}i .. pedal marks , i.---1, require you to keep the damper pedal 'ltp during the first half of the time belonging to most of the intervals for which it is marked, and to raise it promptly at the next change in the music.

I

.

Moderato.

.

Carl Remecke :Op. 77
/""7'-
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~.
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(26)
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by Willian H ShP~wood

Tit.is lesson and lesson Nq 5R
rr rc to be studied together

A Formula for Arpeggio Practice

, After practicing the twelve major scales through, according to the plan indicated, a student "\'\ill have spent one- half
hour a day, for 36 days. The next thing to take up, after this is completed, is a similar method, applied to the arpeggios
of ordinary major triads.)
The triad is a combination of three notes in a chord; for example, C, E, and Gis the chord or triad, of C major. This
chord of C major contains the notes to be played in arpeggio form. The notes of the diatonic scaie are numbered upward
as they succeed each other. In the scale of C, C is 1, Dis 2, Eis 3, Fis 4, G is 5, A is 6, B ]s 7. The triad is composed
of 1, 3 and 5 of .t his scale. In the scale of A~, A~ is 1, C is 3, E~is 5. Hence these notes, M, C and E~, are the notes of
the triad or the chord of A~, and are to be used in this arpeggio practice. The example following sho~s in full detail,
what to do with this arpeggio practice. For the present purposes the key of C ""ill be taken, and the fingering will
call for the use of the thumb on the first note of each arpeggio, except for the lowest note for the left hand1which will
be played by the fifth finger, and the highest note for the right hand will be played "\'\ith the fifth finger.
When beginning with a black key, the thumb is to be used for the first white key above a black key, "\'\ith the right
hand ascending; and the thumb is to be used for the first white key below a black key "\'\ith the left liand descending,
Suppose 1 for example, that the arpeggio of E major (E, G#, B)is to be played. In the first position,beginning "\'\ith E,
the thumb is to be used on E. In the second position beginning with G# , Bis t'lie next white key above a black key (the
right hand ascending),and hence the thmnb plays B; the second finger plays E, the fourth finger plays G#.
\Vb.en the distance from the note played by the right thumb to the third note to be played in the arpeggio or chord,
is more than a fifth, counting intervals of the Qiatonic scale, ascending, the fourth finger is to Le used on that note.
For example, when playmg E-G-C,(the arpeggio of the key of C beginning on 3), the distance from E to C,
the
third note to be played, is more than a fifth, hence the fourth fir..ger is used on C. When the distance from the note
played by the thumb to the third interval is not more than a fifth, the third finger should be used.\Vhen the distance of
the note played by the thumb of the left hand to the third interval descending is beyond a fifth, the fourth finger should be used
Play each combination through a course of two octaves from two to sixteen times, at a speed of four quarter noteEto a measure, with the metronome set at 100, to tick once for each note played. For those who do not have a metronome, it may be well to state, that when the metronome is set at sixty, the tick is heard every second of time. The
figure means sixty ticks in a minute. At 100 there will be alOO ticks in a minute, which would make the beats at
about the rate of an ordinary walking speed.
There are 18 combinations "\'\Titten out on the chord of C for arpeggio practice in this lesson. If you spend a halfhour a day for three days at this practice it "\'\ill take thirty-six-days to get through "\'\ith the twelve major keys.
TABL'E FOR AHPEGGIO PRACTICE
PARALLEL MOTION

'

CONTRARY MOTION

R.H. 1

3

5

1

3

5

1

3

L. H. 1

1

1

3

3

3

5

5

R. H. 1
5 L. H. 1

5

.3

5

1

3

5

i

.3

5

1

1

3

3

3

5

5

5

Alternating with the quarter note speed, you are to practice at eighth note and sixteenth note speed;that is, two
notes to a beat, and four notes to a beat. All ways of varying the practice, already recommended for other exercises,
apply here with equal value.
Having practiced all of the major triad arpeggios, you are to use the above eighteen combinations over again with
the twelve minor triads, with all of the changes of treatlll€nt above described. The minor triads differ from the major by lowering the third one half step. For instance the chord of C major is C, E, G. The chord of C minor is C,
E~, G. The third of the chord is one half step lower in the minor key.
The next basis for arpeggio practice will be the notes of a .diminished seventh chord, with four notes to the octave. There are <>nly three such chords on the key-board, althotigh in their relation to different keys there are twelve
such chords. The difference is in the naming of the letters. The notes of such chords are always a minor third apart;
for instance, the chord of A, C, E~,ffi. The diminished seventh chord of A#, C#, E, G,and that of B,D, F,A~, together
with the first one named, use all the keys on the piano. The next one in order after B, D, F and A~ would be C, E~,
ffi and B~~. This is named differently, but is merely a duplicate <;>f the first named chord in its second position. Another
lesson will explain additional ways to practice arpeggios, founded upon such chords and upon .Dominant&ventli chords.
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Arpeggio Exercises.

LESSON N9 58·
Tki/; lcsi;o 11 rmd Ll!si;on N'! 57
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Parallel Motion

·=

1
•

•
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This less<Yn and Lesson N<J 60
are to be studied togetlt£r

by William H. Sherwood

"From Str·a nge Lands and People"
Scliumann Op.15) N<? 1.
The following preparatory exercises .are to be carefully studied, with a view to playing this beautiful little com. position in a musical and artistic manner.
Ex.N9 1 ·~ 45
Exercise N<? 1 is the first phrase of the melody, which is found in the upper notes
of the firoi two measures. These are to be played with a full, soft,. legato touch. The
-:
- ==-- hand should_'Q _e held steady, I?_art1cularly across the four knuckle JOmts, which should be
.level and well over the keyboard, so as to enable you to lift the fourth and fifth fingers easily and moderately high.
These fingers are to cling to their keys, and must never prematurely leave one of the notes of this melody. Each note
must sownd until tlie next one sounds) except at the end of the slur, in which case·you are to let go of the key, but
notuntirafterthelastnoteinthemeasw·e has been played. After playing this note, which is a note of the accompaniment,
the wrists can be drawn up mildly, and to a very moderate degree; thus making a slight break between phra,ses.
EX. NQ 2
Exercise N'? 2 gives the bass notes for the first phrase, which are to be held, each
~ tgJiy I~ 1 y II in tur?', t~e length of t~e designated by. the eighth notes alternating withthe.eight.\lrests,
p
__
at which mtervals the fmgersare to be r!11-sed from the keys. The moderate use of the
. forearm,(combined with steady positions of the fingers as described in Lesson N<?14)is to be practiced in connection ·
~ith this exercise.
u ... N 0 3 /;;"
/";;"
~
,,,,.;;Exercise N<? 3 gives the middle accompaniment part, which you should prac.c.i.&. • I /!, ~.
f .J.~ f ~ . f 3 ~ .
+.::.i, ~
· l:. ~F
tice with each hand alone in turn, merely to get its sense of expression. This is
~P.P
Cf
to be much softer, throughoqt the entire piece, than the other parls, but to be
-played legato, in such a manner that each note will beheld nntilthenextonesounds.
The slur and the figure 3 above these triplets are merely to show that they are triplets, and are for no other pur.pose. The long slur across the phrase of two meas'Qres, however, indicates that you are to play continually legato.
This part furnishes a soft background, without any prominent features of its own, against the more conspicuous
soprano and bass parts.
EX.NQ 4

t1
'di p Ir# I

1

2=• X

g

'?=• [£ JE LI

!JJ?I

Exercise N<J 4 is the same as Exercise N9 3 but the
notes are taken by the hands in turn, as given in the piece.

Exercise N<? 5 shows the combination of melody and b88s parts, omitting the running accompaniment of eighth notes. Each part is to be played with its o'\\n characteristics, as definitely carried out as when playing that part in Exercises Nos. 1 and 2.
Ex.N<? 6

.Exercise N'? 6 shows the melody again, with the eighth note at
the end of the triplet, which the right hand is to play. The eighth note
is marked staccato and the melody legato. Careless players
almost
~ ~
invariably desert the note of melody as soon as any note of accompaniment, or other note, is played by the same hand. You must learn
to hold the B of this exercise until you hear the tone of upper G, which
is to be pl&.yed with the same hand in legato connection '\\ith the B. Meanwhile, at the third eighth interval you: are
to touch the low~r G lightly '\\ith the thumb and let go of it, while B of the melody is still hearq. You will notice
that the lower eighth notes are marked ''.Pp}'while the upper melody is marked "mp}' and is to be played in a · full,
soft, singing way, with cres_cendo and decrescendo expression. Artistic beauty of expression calls for very careful
and discriminating practice of this exercise.
Ex. N<? 7
Exercise N'? 7 ~hows the bass and the triplet eighth note parts only,
the .full accompaniment for the inelody, marked in such a manner as wiJI
be necessary when playing the combination of all ihe notes with the two
hands. That is to say, the right thumb is to play the third note of each
~~I~~~iE~~i~~~~~
triplet, the left hand playing only the first two notes of that part. E

I
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LESSON NQ 60
This lesson and LessonN0.59
are to be studied together.

"From Strange Lands and People"(continued)
The left hand is to play with two degrees of tone volume.It is stronges.t in the bass notes and less strong on the
upper eighth notes of the triplets.
It is best to keep the right ~Tist slightly high, until you lower it, in a very moderate degree, to play the occas. ional notes called for in this exercise.
Ex. N9 8
Exercise N<J 8 is a copy of the 9th and· 10th measures in part. Here n.nd
4 ~
also in measures 9 to 14 in(!lusive three voices in the piece are marked to be
played legato, just as is done with the melody in other places. The bass is played
legato and we find the melody doubled . We are to hold the three quarter notes
which carry this double melody until their tones blend with tl).ose of the
next
.
three quarter notes, with full singing expression.
1
-----------Meanwhile the right hand is to do similar kind of work to that in the
first
memmres, with the thumb playing and immediately leaving the third eig-hth note of each triplet in the soft accompaniment part.
In playing the piece with all parts combined, when the left hand plays its two notes of each group it is to make
thoi-;enotessofter than the first bass note; and when the rig·ht hand plays the third note of the triplet, the left liaud is
.to lift the finger from the .second note just named, while holding the bass note( one with the stem pointing dowu) according to the mark.
In the 13th ancl 14th measures special cate must be taken to hold and leave the different keys, according to the
kind of notes played, as already described.
Other marks in these measures will be understood from preceding descriptions.
It would be well to get a habit formed of putting down the damper pedal in a gentle manner on the second eighth
of each triplet in this piece, the pedal to be raised promptly at the sound of the next half beatofthemerumre, where
the next chord is played. Notice the pedal marks in a few of the measures as an example in all cases. Where the
phrase ends the pedal mark is shorter a11d does not carry over, as iI1 other cases.
In the 14th measure you must carry out the ritard through the last thI·ee eighth notes of that measure, lingering
most with the final eighth note. Then play the last sixteenth note in the measure, in the melody part, at full speed,
.in prompt connection with the next phrase.
Schumann Op. 15, N<;> 1

~3
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LESSON N9 61

by William H. Sherwood

Minor.Scales (Harmonic Forin)
The harmonic minor scales are to be practiced with the same combinations used in the major scales, through two
.octaves, as explained in previous 1 - <1sons..
The following examples show the fingering for eachha.ndin·each of the
twelve minor scales. For present purposes, the harmonic form is used, in which we have a minor sixth and a major
.seventh. The order of these scales, in a rotation of fifths, is used here, begilming with A minor, which is most nearly related to C major. Like the Key of C, there are no sharps. nor flats in the signature for A minor; but in: the har.monic form, the seyenth tone..is raised ascending.~d · descending· so tPat you Will"'always play G sharp in this key.
. If the student practice faithfully for three days, a half hour a day, on one of the twelve scales, it will take hi.in
.thirty-six days of practice to complete the group. Alternate with the practice of the present scheme, exercises f01"
.the muscles, wrist onu/, k'llfUClles,. t/1.,e separate indepet(U/,ent practice in lifting tkM fi'Tlfjf(Jrs, etc., all of which have been fully
.explained and illustrated in previous lessons.
hi the fingering given, you Will notice that in some places both the~ifth finger and thethumbarernarked for the
. same note. This means that the thumb would be used in case of continuatian beyond the point in print. But in case
.that note is the final note, the fifth finger is used, as a conv~nience to the player.

·Scale of A Minor

Scale of E Minor

Scale of B Minor

(t)

t

5

.f

4

Scale of F sharp Minor

Scale of C sharp Minor

Scale of G sharp Minor

Scale of E flat Minor

Scale of B flat Minor

Scale of F Minor

Scale of G Minor

Scale of D Minor

Scale of C Minor

(1

NO'tz:- 'Die ~tilm of the minor scales can readily be seen in Illustration N9 t. The minor scale is built on the sixth degree of the rel·.Ative major scale·. and when following the notes as gh-en in the major scale, is called the natural or Norma}, Minor. The half-8!eJt8 occur
.·.between the .se<:ond and third and between the fifth and sixth ·
N9 1
. )
j
J.- } - -:a
<{
degrees of the scale.
~ --;J
i ~ i
~ ~ - s- (.. - '1
F~r purposes of harmony writing,the seventh degree of
l_ : · . . .
~
.
. .the minor scale is raised a chromatic half-step. This alteration
Nornaal lfiMr
f

gtIB·

3J J

j

J

.

r
I
:
Ir Itr r r r
;..~:~=~=~~tb=:=tb~~~=!!~~ H:::: ::: ; t ; : : :: { ?: ::;; ;
\? i r r F r

r

rr

· .ohangeo the Wervals matedalty, the half-s"'ps """" between

scale. This is called the HaN11.0mc Jfinor.
....._,,
\J
· Both normal and melodic minor ~oales are alike in their descending progresstoiis. . .
..
For melodic- purposes, the sixth and seventh degrees of the scale are each chromatically raised a half-step from the normal in the minor
. scale ascending, but return to their normal position in the descending scale. This iifc:alled the lfelodic lfinor.
·- ·

I

.
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LESSON NQ 62

Accent Exercises

ACCENTS APPLIED TO FINGEREXERCISES, SCALES, ARPEGGIOS, .STACCATO PASSAGES,
etc.
In Christiani's ''Principles of Expression'' we find the word r.-acce1iP' used with the title of almost every chapter in the table of contents.
There are Melodic Acce'Tlfs,Hairme>mc Aix:ertts,l!hythmic Accents, Accents of E:t·tremesJ Accents of Fundamental Bass, Modulating Accents, Accents of
Sy1tcopati<ms,Accents of Suspensions, and others. In fact, the accent was Christiani's means of explaining the many features of expression and
musical interpretation 1 which, according to his work, admit of such description.
In th e following exercises, the system of accent practice 'which is given iii Dr. William Mairnn's four books entitled, "Touch and Tecpnic"
i8 carried out.
·
The greater part of th.i s work is made up of a variety of groups and notes in various rhythms, and marked with large and small heads according to whether they are accented or unaccented.
The notes with large heads are to be accented, those with small heads are to be played softly. In other respects, the following exercises,
and others which you can make up ad libitum 1 are simple formulae for ordinary execution of finiz;er passages, scales and arpeggios. Only a
few pattern~ are here given for such figures. These figures are to be co.rried out TRANSPOSE]) through the constructive ingenuity of the
. student, in all the different keys. You are to do sufficient slow practice with the different exercises to form the habit of preparing the finger
which is to accent; Do this by lifting the finger twice as high as when it is not to accent. To form such a habit will require much patience
daily for a good v.hile to come. You are not only to lift the finger high when preparing for accent, but to learn how to regulate the half lift
of a\l fingers prepared for other notes. In many ca:s._es, it is more difficult to avoid lifting the finger its full height than to make the extra
lift occasionally. Care should 'be taken continually to keep steady time in such practice. Some studentsfavariably hurry a stroke made upon
. an accented note during a running passage, and many commence prematurely to increase the force upon the notes immediately preceding the
. accented ·n ote. Such faults are very common. You will have to watch yourself and your tendencies in this respect. The effort to accent naturally
. causes an increased velocity of attack, and generally a hardening of touch, all of which can be regulated by the means here explained.
.
In a rapid passage, the double amount of lifting, for accented notes, may be exaggerated, and thus be the cause of faulty effects, and in some
.cases of delaymg the regularity of progression. lf so lift the fingers less.
. Like all other kinds of work, the study before us calls for constant exercise of careful judgment and a correct sense of proportion on the
part of the student.

Use al~ se~s of finger:s, 'lYy twrn~J in trills and fi'rlger exercises.
·
·
Practice in cii:l keys in succession.
The ordinary formulae of scale amd m·peggio prog·ressi<>ns, up and d-Own the keyboard, in {he different major and minor keys) adrnit of treatment in rhythmical grdwps like the following examples:

.;. Ex.N~ 6

,~ j

Ex.N<;> 7

J J Jj

J j J J J J J =Ill:!

Ex.NI? 8_

JJJJJJ]JjJ]J]JjJ:lll=@jjJJJJJ]J]JJJ]J]J :!ll]ete.

=II

,~rN;i] al ru I rr:fff [HI tu EfJ mI JJ J mr fr I err Hf EH If,,,. ·II
9

,='lii"°N ~f r r rrr f &JJ JJ n r; ,rrr f ff ff rr r r

cw nn ~=Hf r Ht ~ .....
1

g

•tr; tFtr~,.
!J:-9 jJ JIJ EfJ I EffijijJJ P~l ;filc r lliHILE:g I[UJJJ Jij k9=tU ELJ ffl IJJJm ek.:11
Ex. NC? 11

~ Ex.NQ 12

•

·-J.

Ex. N9 13

I

f.

£ hg ~

~

etc.
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LESSON No .63
T!tis lesson a ,,ct L esso1• It''! 64
a·re to be studied toget/ier
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This is a sprightly, piquant composition, which, as far as possible, enables the pianist to imitate quite successfully the singing and twittering of birds; perhaps, also, to suggest their flitting from bough to bough.
The M. M. J.== 88 indicates that there are two beats to the measure, each beat to take up the time of one stroke
of the meti·onome at 88, and to include the time of three eighth notes, or their equivalent. There must be an accent on each note played with the::;e beats.
For the sake of correct practice, the beginner should count six beats to a measure before trying to play with
two beats. Such a subdivi::;ion in counting enables you to outline accurately the fractions of time in the smaller subdivisions of each measure. The first four notes in the composi:ion, which equal one beat, when counting six beats to
a measlU'e, ought to be played quickly and with sharp distinctness, giving the first note an accent. The fifth note,
beginning·the next full measu:r;e, ~iwuld have a ::;tronger accent.
For the meaning of the marks'/',, and"\" review Lessons Nos.14 and 46. The fingers should be thoroughly curved, and make abrupt ::;hort motions up and down,in playing the quick figures of thirty-second notes. In
'- the sixth, seventh, ninth, tenth, eleventh and various other mea:sures, the ::;ixteenth notes are to be played on the
second half of the fifth_Beat when co'uitti'ng six to · a measure.
Note that the sixteenth notes should be played
only half as rapidly as the thirty-secoml notes. Notice accurately the dotted eighth rests; also the sixteenth rests.
This composition require:-; vave and animation. You should accent in a sharp and positive manner, without
playing heavily. The damper pedal is marked to be put down exactly at the beginning of each quick figure of
thirty-second notes, and to be raised abruptly at the following eighth note.
Take particular notice of the eighth rests and quarter notes in this piece. These help to give the attr ac tive
contrasts between the velocity of the rapid figures, and the steady-going "swing:'which ealls for the expression ac quired by coun:;ing t\vo, instead of six, to'. a measure. The object in co unting six, i;; to enable the student to · ac·qµire accurate control of proportions, in keeping time and in Q.Ccenting and is only for preparatory p_ractice .._
In Lesson~9J.1 , 1:eferred to above, the student is told h 6w to rai se the wrist, and hold the hand and fingers
(at moderate height) in a controlled po::;ition, preparatory to playing again. This is the most desirable technical consideration in the piece, and one most usually neglected.
In the twenty-first measure, the new figure marked "mf;' should be played vigorously. This figure, which occtus in five meaimre s , gives to the third and fourth eighth beats much added spirit, in this already very lively
composition. The five notes marked "mf " should be played in one beat, since they are equal to four regular
thirty-second notes. By placing a group of fingers at a time over a set of notes,- in advance of playing them,
as in measures 33 and 34, the fingering printed will be found useful, by increasing the readiness with "Which the
notes can be played.
The slurs, and staccato notes, admit of such fingering.
You should cultivate appropriate positions o.f the hand and fingers before playing. The use of the .thumb on
the black keys, "'i.th the consequent positions of the hand, is good, and should be encouraged.

Allegro leggiero M.M. J.=s~
~

3

~

Edva,rd Grieg Op. 43

"~

2

.

•

..........>

(Continued_in next Lesson-)
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Chicago, ll.linoi.s
A Course of

Piano Lessons
B y W illi am H . Sherwood

A SERIES OF PICTURES SHOWING POSITIONS
of the hand, wri s t, knuckles and fing er s , as related to useful and
desirable ways of controlling and training the
hands in piano playing .

Jllusrratio ns N os. 1 and z show positions in wh ich the w ri st and linger ti ps are at rest in their respe ctive
pl aces on the table.
Muc h can be gained through the independen t exerciJesfor t he k11uckles, between t he wrist
and t he ji11ger t ips. The powe r to hold the knuckles stead il y high, medium or low, wi thou t confusing with wrist
or finger action, can be enhanced by the knuckle action exercise , w rist and fin ger tips bein g stationary. In Illustra tion N o. 1 , the knuck les are
Ill ustration No. 1
rai sed and the fin ge rs are
st rai ghtened . In Illus tration
N o. z, th e knuckl es are de pres se d, an d t he lin gers
curved . You are to ex ercise
th e knuckles up and do wn,
steadily and slowly, between
th e t wo ext remes of position
seen in these t wo pictures. D o
not change the rela tiv e positions of the fin ger tips, nor of
th e wrist on the ta ble during
this ex ercise.
M ake the
.novements w ith steadv de liberation and ge nt le, i;1stead
of viol ent, manner.

Lesson No. 65
Th e s tud e nt o f thi s cou r se will find
an invaluable h e lp in a s tud y of th e photograph s of Mr. Sh er w ood 's hand s a nd
wr is t s in the positions d esc ri bed in L e sso n s N os. 65, 66 a nd 67 . These posi ti ons
a re n o t on ly fo r Imita ti o n an d pres e nt
practice . but ar e to be co n s tantl y r e fer r ed
t o i n the s e l esson s , and th e princi ple s i nv o lv ed are to be applied to your pract ice
and i ncorporated into p e rman e nt h ai:>ils
of pia no playing.
lltus t ratiou No. 2

In Tllustration No. 3, the thum b is rai sed , read y to play. f n Illustration No .'1 the thum b is dow n, holding its ke)C. Practice as before, slowly and deliberatel y , with the thum b , as explained, but notice particularl y that the fi ngers, rtr{ knuckles, and the palm of the hand are in t he same place in each exercise.
It requi res m ore care to
Illust ra ti o n N o. 3
control the hand and knuckles
Ill u s tration No . 4
during work done wi th the
th umb and lin gers ( or with
the wrist ) in the mov ements
made, th an is req uired to
m ake the moveme nts .
A fte r vou learn to identify
and use the in depen de nt pow er of the knu ckl es, as sh o wn
in Illu s rations N os . 1 an d 2,
then yo u are expected to be
able to hold t he k11uck les steadifJi, with an energy of th eir
ow n, suAi cient to resist any
other movements, as shown
in Jllu st rati ons N os . 3 and 4.
In Illustrations N os. 5, 6 and 7 , showing the use of the forearm in chords and octaves, you see independent uses of the lin gers and fo rearm,
requirin g motions of these parts, in each case com bined wi th stationary conditions of the han ds at the knu ckles, midway betwrm t he w rist 1111d finger t ips.
These exercises requ ire a co mbin at ion of three kin ds of m uscu lar effo rt; viz., the use of the lin gers at t he keys, the use of the fo rearm in acti o n, and the
use of the ind epende nt pow er at th e knu ckles, to fo rm a fi rm, un yield ing, connecting link be tw een t he two acting parts at th e other ext remes mentioned .
Jn Illustra tio n To. 5, yo u will notice a slight ex te n io n of the fin gers. Jn Jllustra tion No . 6 , you will notice th at th e fin ge rs whi c h are holding the
ke ys do w n are a li ttl e more curved . The di ffe rence is in the tip joints of the finger s. It is not in tended, as a ru le, to ch ange the an gl e of th e finger
joint nex t to th e hand du rin g thi s process. Throu gh curving the tip part of the fin ger ( bevond the second joint ) as th e wrist sinks , y o u ca n help the
fi nger to cling to its key.
When the w rist sink!, as occ urs in practice betw een positions sh ow n in Jllustra tions N os. 5, 6 an d 7 , th e wrist is to go
slig htly forwa rd . If it were to sink and move backward from the kevboard it w ould be mo re difficult to keep the arc hed height of the hand at the
knuckles, or to clin g to the keys .
Ill ustration No. 5

Illus tra tion N o. 6

Ill u s tra tion No. 7

N ow , vice versa; when the wrist rises , it is to go slig htly backward, in a line away from the keyboard, the lingers mean while stretching out slightly,
so as to be in a less cu rved position whe n the wri st is rai sed , afte r playing, th an at the opposite poi nt. Such a process ad mi ts of keeping the upper part
of the arm stead y . You are not to push th e arm fo rw ard from th e shoulder w hen raising th e wrist, nor to pull the arm back, awa y fr om the key board,
w hen sin ki ng the wrist. Do some of this kind of practice with the elbow r esti ng on a table, so that the upper part of the arm cannot move in any
direction. You w ill immediately notice th at when the wrist is up, it will be horizontally above a point nearer to the el bow than when the wrist is down.
N ow , if you keep the tip of the finger perpendicular at a given point on th e table, w hi le the elbow is also resting at a fix ed point, you will notice that
th e fin ger must straighten somew hat when the wrist is up, and must curve more when the wrist is down. As stated above, the c hange in the finger must
be made between th e tip of the finger and the second joint thereof, and not by means of changing the relation of the linger to the hand at the knuckle joint.
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Lesson No . 66

Continued

by William H. Sherwood

T h e stud e nt of this course will find
an invaluab le h e lp in a s tudy of th e phot ographs of M r . S her w ood ' s hands and

wrists in the positions d e scribe d in L e ssons Nos. 65, 66 and 67 . These positions
are not only fo r Imi tati o n and pre sent
practice. but are to be constantly re ferre d
t o in the s e lessons , and th e principl e s i n·
volv e d are to be appli e d to yo u r practice
a ri d in c orporated in to pe rman e nt habil s
of pian o pla y in ~ .

I n t erlocking Hand s . T he Po si tio ns a nd Mov em e n ts U s ed When
the Hands A lternate in T rill P assages of
D ouble N o t es

The knuckles of hot h hands are J'flised, an d th e fin gers
There is an un broke n arched line from the wrist to the fin ge r- tips, co nv e x outside at all join ts . The part of
the han ds next th e fin ge rs

Th e ri gh t ha nd is pl ayin g in lllusr ra rion N o . 8 , an d the leti hand is prepared to pla.1' .
sy mm etrica lly c11r v r,/ dow11w11rd.

l llust rati o n N o . 8

an d

the

fi ngers

Ill u s tration N o . g

ar e not

all oll'ed to rise in depe nde ntly
in

this

111o t io11

exercise ;

Jett

T he

j'ort'tll'm

exc/1nivt'~\"

i.r 11Jl'J

hand is pla~· ing in

l llustratio n N o. 9 , a nd th e
ri gh t ha nd is prepared to play .
N ou ce that t he longest stroke
is ma de b~· the wri sts, the
shortest

lw

fi pge rs.

N o c hange nor ll ex-

the

en ergi z.ed

i h i lit~· is allo w ed throug h the

han ds at the knuckles.

Pre paratory E xe rci s es forf Legato Octa ves )and Chord Playing
In Ill ustratio n N o . 10 (s ho \\i ng th e rig ht ha nd go ing up 1hc scale in pra ctice preparatory

to

the legato onal'e practice ), t he hand is st:e n ' ' ith the

wri s: turn ed to the !cir : the h.111d is level ac ross, from righ t to le fi:, and fro m wris t to knuckle s; the ti fr h fin ge r is holding a key; th e other fin ge rs are
raised ; the f.nirth fi nge r is screec hed a ~ ros s the fifi: h fin ge r, to the righ t, in verting th e na tura l rel atio n o f the fin ge rs to each other .
cu n •ed under th e hand , so as

Ill us tra ti o n N o . i o

to

touch

fin ge r nail.

l ll us tra tion No.

T he Ji li h fi nge r is

l 1

the key with the
The fo urt h fi nge r

is partly straighcc neJ .
Jn Jll ustra tion N o.

1r

( showin g the rig ht han d goi ng
d o wn the

scale

in

legato

octave practice ) , the wrist is
sti ll tu rn ed to the lefi: , as be fo re ,
th e back of th e han d le vel , the
fourth fi nge r hold in g a key
dow n, the ti p o r the fi nger
n ear the black keys, the fiti: h
finge r raised and eu r\'ed

to

the

lefr , so as to pl av a n ote un de r the fo urt h fin ge r, in in verted orde r to the na tural posm on of the fi nge rs.
the rela tions of th e finge rs to ea c h other, by tu rn s w ith the natural succession.
putt ing eac h foot for ward in tu rn, an d be ndi ng th e kn ee in wa lk in g .

S uch p rocesses call fo r th e altern ate inl' ersions of

The co ntinu ed an ion of the fin gers d urin g thi s p rocess resem bles th at of

le i; m uc h easie r to pl ay an octa ve passage up the scal e with the rig ht han d , or do wn the scale w it h the lefr hand , tha n the opposi te ; in the fo rm er
case the fin gers lead to wards the keys to be pl ay ed upon , the wrist bein g !eh beh in d in the process .

\Vh e n rern rnin g , the w ri st m ust be tau gh t to

lead , to pu ll al o ng acro,s the keyhoard in advan ce of the fin ge rs; and eac h fin ge r mu st tln1w i11 to a c urve while h oldi ng up 11 bofJ e the keyboar d , to
p repare fo r its n ex t n ote .

I ll ustrati o n N o. 12

Each fi nge r, h old in g its k e ~", m ust straighte n out, whi le the

other fin ger curves, to get ready fo r its kc\'. Th e fi nge rs m us t be kept 11p, alte rna tin g w ith
the ho.cl on th e key s, "h en makin g mot ions across , un til ca(' h one is per pe ndi c ularly ahO\ e
th e key tha t i t is to play upo n.
During th is process, yo u mu st test the w rist freque ntly , an d know tha t ~' O U are keepin g
it fr om sti ffness, or fro m be in g heavy . A t an ~· st age of th is process, yo u ca n stop pla yin g
and tes t the knu ckles alterna tely up and do wn, as in Jl lus cra tions N os . 1 and 2 of th e
preced in g lesso n.
Then, wh en pla y in g , kee p th e hei ght of the han d at the knuck les un c han ge d, as in Ill ustrati ons N os . 3 and 4 of the pre cedi ng lesso n.
Jllustra tio n N o .J 1 2 .
N ot ice tha t the wri st is turn ed in, as is necessary when pra cti cin g legato octaves, wi th the alterna tin g use of th e fou rth an d fi ti: h fi ngers, as just explain ed
abo ve . O bserve that the thum b ha s an inv erted curv e on a b lack key . J n l llustra tion
In Lesso ns N os . 7 +
N o.+ o f the preced ing le sson, the th um b ha s th e ou tward curve.
an d 9 3 are forther re mark s abou t preparatory smd .v fo r legato octave pladng . '!/h en
st ud ying those lessons, refer to these:: pi c tures and rn the remarks in this lesso n.

Co py righ l,

i 90~ .

by

~ie gd - ~t y crs

Co rresponden ce

~c h oo l

of

~lu s i c .
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by W illiam H. Sherwood

P r e parato ry P r a ctic e for L ega to Thi r d s a nd (L egato S ixths"'\
When pla ying legato octaves or c hords, in w hi ch the fi ngers a re stretc hed apart , it is ve ry important to
have the wrist leve l, as in J llustrations N os . 1 0 , 11 an d 1 2 of the preced in g lesso n . When pla ying t hi rds or
close chromatic interval s, it is well to have the wri st high .

_
Lesson No. 67

T he s t ud e nt o f t his co urse w ill fi nd
an inval uable he lp in a s tu dy of t he p hotograp hs o f M r. S he rwood's han ds an d
wris t s in t he posit io ns des cribed in L essons N os . 65, 66 a nd 67. T hese positions
are not on ly fo r i mi ta tio n and prese nt
prac t ice , bu t a re to be constantl y referred
t o in th ese lessons, and t he p rinci ples in vo lved a re to be ap pli ed to you r prac t ice
and i ncorporate d into perman e nt habits
o f piano playing .

Jllustration N o. 13 shows the right w rist turned in to the left ; the fourth fin ge r is cu rved un de r the thi rd fi nger, which is exte nd ed ; the thumb
is under the hand an d the seco nd finger is straig ht o n its ke y. The fo urth and second fin ge rs are holding th eir keys down, and the third fin ge r and
thum b are rai sed, prepara tory
Il lustration N o. 13
Illustration No. 14
to pla~ing u po n the keys
next above th ose held down .
The thum b and second finger, and the third and fou rt h
fi ngers are in inverted positions . M ost players will find
it possible, with an intellige nt
study al ong such lines as
here suggested, to pla y legato
thirds in succession, through
diatonic or chromatic scales .
The n e ce ss ary work of
keep i ng t h e w ri st li mbe r
wi th frequent tests, and of
causi ng th e fi ngers (w hen
movi ng across) to keep above the keyboard, and variou s other discrimi nations, e xplain ed for gen era l pu rposes , apply here .
In the lesso ns o n Scale and A rpeggio p layi ng , yon wi ll fin d conside ra bl e ins tru c tio n relative to ma ki ng the m ove men ts r igh t and lefi: wi th in di vidual
fi ngers, in preparati o n fo r positio ns. One such position is sh ow n in Illustration N o. 14, as used in a n arpeggio , whe n the right ha nd is descendi ng the
scale . Th e third finge r is hol d ing a key d ow n, th e thum b and seco nd fin gers are stretch ed to ward the left (ca using a d ista nce betwee n th e seco nd and third
fi nge rs) ; the fi fi: h an d fourt h fin ge rs are crowded towa rd the left and h el d abo ve the keyboard, over th e third fi nge r.
l ft he hand w ere to move in the
o pposite di rectio n ( inverti ng this particu lar arpeggio) the thu mb an d seco nd fin ge r w oul d be h el d to the ri gh t , the seco nd fi n ge r c rossing the th ird , and
the thum b well under th e h and . M eanw hile, the fou rth and fi fth fi nge rs would be stretc hed w el l to the right, away fro m th e ke y held by the third
fin ger. The eftort to practice m ovin g th e fo ur fiu gers al tern atel y , to the r ight and le ft, whi le keeping th e hand le vel and th e w rist lim her ( and hold ing
the key d o w n wi th the third fin ger) is a better exe rcise th an that of co ntinuous playing of n otes, wh en tryin g to learn h ow to ma ke the fin ge rs in depe nde nt
of each other to a sk illfu l d eg ree, in crossi ng the keyboard . Th is pi cture refers especially to Ch opi n ' s Etud e O p . 1 o , N o . 1 .
If the fi nge r holdi ng th e key d o w n in th is e xe rcise, be d raw n up so that the key w ill be h el d at the surface th ereof, an d not p ressed do w n, d urin g
th e practice of cross m o vemems just e xplained , th e value of the exercise w ill be g reater. T he reason fo r this is tha t th e se nsibility o f the pa rts inv olved
in the exe rcise in crossin g and li ti:ing w ill n ot be in ter fe red wi th , an d rend ered partia lly in effect ive o r inde fini te, throug h the w eig ht of the fin ger o n the
key . J n thi s e xtrem ely del icate manne r, yo u can de ve lo p the in depende nt po wers of the parti cular fo nct io ns involv ed m ore d efi nitely tha n ot herw ise .

Broken O ctaves and Lo n g S tre t c h es
The w rist is comparatively low , in Illustratio ns N os. 1 5 and 1 6 . T he pal m of the hand at the kn uc k les is raised an inc h and a half to two inches above t he ke vboard, and
m:1inrained at that heig ht. The line across from the tip of the thumb to the tip of the fifth fi nger is stretc hed and uniformly rou nded out. T here are no concave places, ·looking at
t he back of t he hand or lingers. A II
Il lus tratio n N o. 15.
Ill ust ra t ion N o. 16.
the j oi nts combine to forrn a convex
outline. The wrist must be k ept
limber, and not h ea vy, although in
a low position. H old th e hand
fo rward , well over the k eyboard ,
instead of sinking bac k to the edge
of the keys.
\ Vhen all of these ways of controlling the wrist are combined , the
roll of the wrist, as shown in tht!se
pictures, can be accomplished without undue strain upon the energies,
and without stiff"ness nor awkwardness. The elbow sh ould not be
allowed to lift nor to move far away
from the side du rin g this exercise.
lllustration No . 1-6 shows a
combination of the control of Ii ve
different co111li1io11s or the wrist for
a single purpose, combi ned with
additi onal gove rnment oft~ hand at the knu ckle j oi nts and of th e lin ger positions. The fifth linger is ben t down (i n its relation to t he hand). Th e ot her lingers in both pictu res are maintained at a higher level. Qhe pos'tion nfthe hJnd depends upon not less tha n eight ways of using the wrist, lingers and knu ckles, al l of whi ch are explai ned in L esson N o. 69 . 1t is only
throug h this kind of combination that I hJve been able to work out the problern s of piano playing in my ow n per.
for 111ance, and I consider it th e most useful exerc ise of any in this entire course.
Ill ustration N o . 1 7·
'fh e explJ natio n just given above, in connection with Illustratio n No. 16 , applies equally to Illustration
N o. 1 7. Th e tingt:rs , however, are now more extended. T he second fin ger is holdi ng its key , or can be understood as just leavin g its key , through a sliding motion of the left hand. The linger is to slide along the surface
of the kevbo:ird , tbttcned o ut, while th e other fin gers are stretched apart, and are goi ng al o ng above the keyboard The wrist is moving to the left the sa me distance th Jt t he li fr h linger travels; t he elbow should be held
steady. and not al lo 'ed- to go ac ross wit h t he wrist. The h eig ht of th e fifth linger above the key boa rd is to be
maintained until that fi nger arrives at a poi nt directly above the key w hich it is to play, when it will merely have
to move strnight down to play , as naturally as if it had no distance to reach across .

In reversing this exercise, t he only difterence is that the fift h linger would be down instead of the second
linger, and the other fin gers wo uld be up, while the fifth plays and slides.
Y ou hJve been taught in oth er lessons how to distinguish indifferent wa ys w hen leaving a k ey. If t here
is a long stretch , and a legato ex pression is required , t he li nger can relax its hold o n a k ey so as to allow that
k ey to move up gradually. The lin ger ca n lengt hen out until it is straight, during the process, and as t he
dista nce of t he stretc h is increased. \ Vh ile the li nger relaxes its tension on the k ey , w hi ch is caused by the use
of th:! tiex c~ r muscle , the fin ger must mai ntai n a tension in the exertion of the m uscle power used to enable it to
stretc h across, right or left. In all exercises , you must ma ke frequ ent tests of the w ri st to k eep it from stiffeni ng.
Y ou will notice al so t hat t he position of t he h and at the kn uc k les is expected to be un changed , as in the pictures.

Copyrigh l, 1<)08, by Siegel My e rs Co rrespondence Sc hoo l of Music .
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LESSON N968

Prelude in F Major_

From Bach's ''TWELVE LI'!'TLE PRELlllJES"
.
I \ "

A.

• )(

'
-

In neariy all of the measures of this piece,&ach ha nd has but one note

0

f

~

I
vf,.

~ 'tt ~ ,tf.-.-

-.

play at a ti e, particularly with the figures

of

s ix t~n fi;} ~.e

notes-_ But these not'es are so distributed as to alternate betwe.en different tone~ of the same chord , and to such an extent that, when playing rapidly and ·with sufficient energ)·, you can nearly always hear a full sense Of harmony, as if you were playing' chords with three or
four different parts or voices. The rhythm calls for accents on all notes played on the first and third quarter beats .of ,each measure. Frequently only .one hand begins at a time, in which case you must be sure to ma ke a good accent with that hand.
Bach was the greatest master of counterpoint and polyphonic music in the history of the art. His oratorios, and· nis music for
the
organ, place him in the same category with Beethoven, as ~n-e of the two greatest of. all classical co1pposers.
· Counterpoint is so ;constantly used in this piece, that although the music represents progre s~ j o mi of harmony, we find that each hand
is playin~ a theme, accompanying the theme played by the other hand. This is a more elaborate idea than the song fo1;m, having only a
single theme, with an accompaniment.
There are nothing but thematic and melodic subjects to play throughout the composition. The musical expression for each subject can
best be learned a nd understood by practicing that subject with only one hand at a time, and noticing just what accents, and what crescendo and diminuendo expression, to give to the music. In addition to the notes played, observe in your practice, the staccato orlegato touches,and any other marks that may be written,influencing..fue treatment of the music.
· After pradicing witli the hands singly, you will find, upon playing with both hands together, that the independence of expression of
different parts is such that one voice will frequently have an accented note , at a n interval when it is equally importa nt not to accent the
other voice or voices. w;r instance, F, for the right hand, in the third beat of Measure N9 5 should have a moderate accent, but at
tbi<; interval the left hJricrsnould be care~ully trained not to accent the note played by that hand. Again, th ere are in~tances wh e re expression for one · voice would require cresce,ndo,
, simulta neously with.diminuendo,
, for the other voice. I have introduced
some !J.CCent marks of different. sizes, as a suggestion for differe nt dPgress of accent. The meaning of ~uch diffe rences is self - evident.
( _ _ _ >:::--:;::::::...)The accent ma,rks are given in the order of their intensity.
Notic1 • that various repeated fig-ures are to be played the secund.,.time with changed fingering; for instance, the thirdand fourth groups ·
in the first measure~ and the first and second groups in the second measure. Su«h changes of fingering should be preparfJd for
with
movements ;made in advance, across the keybonrd, by the wrist and ha nd, without twisting-.Thes e movements are to bring the different finge;s to positions above the~r keys, before play ing. This requires the same principles and methods explained at length in Lessons Nos.
9, 13 1 14 116 1 34 and 39, where the principles of scale and arpeggio playin~ are illustrated.You mig~t form the habit of making serviceable
movements ar ..oss the keyboard, to facilitate re_gular progression in arpeggios and scales , without taking the extra pai,ns to .'. put
such
movement ·
•qually good use in illustrations like the ones before us.
·
·
·
In T _ - " N? a, it is explained hqw you should arrange the position of the right side of the right hand,and the left side of the left
hand, so as to use the full lifting and stretching actiYities of the fourth and_fifth fingers; this is particularly desirable in the last measures of
this piece.
<: ,._..(..
JOHN SEBASTIAN BACH

{~>~~~~~~~§
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Lesson No. 69

By William H. Sherwood

SOME GENERAL SUGGESTIONS FOR PRACTICE
In the folluwing lessons of this course, pasrnges of sixteenth or thirty-second notes will te found, which are to be
played legato and need slow practice before speed can be
attempted.
Practice such legato finger passages, first with one hand
at a time and at a speed of quarter notes, which is four times
as slow as sixteenth notes. When practicing quarter notes,
count one for each note. After repeating the passage under
consideration from one to sixteen times at this speed (the
quarter notes being at a metronome mark of 100), practice
the same passage with eighth notes, two notes to a beat, an
equal number of times. Afterwards practice the passage
with sixteenth notes, four notes to a beat. It is desirable
that the student should extend such practice passages two
or three octaves up and down the scale.
Next in order, make an effort to transpose each passage
to other keys. In such cases two sets of fingering are given
for some of the passages; each set should be thoroughly
mastered. Practice the passage through once very~ud; the
next time very soft; and again, moderately loud. Hold the
fingers one and one-half inches high uniformly; t en, by
turns, hold the fingers one-half inch high ; again, hold the
fingers only high enough to let the keys up; that is, keep
them all in contact with the keys while practicing:-:J Next
practice upon the surface of the keys, without putting any

key down. ~her remarkably valuable rule of practice is
to pl ace the hand as far over the keyboard as possible, so
that the second joints of the second, third and fourth fingers
will be against the fallboard. Then practice loud, and lift
the fingers one and one-half inches for each note:-'I This will
necessitate playing upon the white keys between i the black
keys. It will also require the player to avoid all kinds of
slipshod positions of wrist and knuckles. The hand must
be held squarely opposite the right keys, and in many
respects conform to a strict and efficient method.
In legato pas8ages, like those in the first Cramer etude
(which will be given in Lesson No. 77) the progression of
the hand is several times less rapid than in the arpeggio and
scale, but it should be studied and used with equally
logical individuality.
In the earlier lessons of this course you are taught to
make independent motions crossing the keyboard. The
lateral action of the finger joints and of the forearm is mainly
used for such motions, while the twisting action of the hand
at the wrist, and the favorite habit of many players to stick
out the elbow, are to be avoided. I have named four independent ways with which you can make movements across
the keyboard. (See Lessons Nos. 18, 22, 30, 32, 34, 39, 43
and 4.7).
- - -

-

COMBINATION EXERCISES
You are to try each of the eight independent exercises
given below in succession, one at a time; but the control
gained through each is to be maintained, in some po8ition
acquired by means of that effort, in combination with the
next. Then the control of the first two is to be maintained
in combination with the third; and so on, until there be
combined an independent control, at one and the same
time, in all of the discriminations involved; and this for a
single purpose and a single position of hand and fingers.

It is only through an intelligent discrimination in the
use of such faculties, that the player may hope to obtain a
balance of power in the use of his five fingers, through subduing and restraining the natural extravagance of the first,
second and third fingers, and encouraging the weaker fourth
and fifth fingers to their best efforts.
With the average hand, this sort of training means
success; the lack of it, possibly, failure.

1. .) Keep the upper part of the arm motionless throughout all of the combinations succeeding,
except a limited forward movement in No. 5, and. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . hold the elbow down

V
'

near the side.
2, ,J Raise and lower the forearm mildly at the wrist, and after two or three alternating
movements . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . hold the wrist down.
(All of the movements and efforts made in this combination must be made gently and
slowly, to be of value) .
-::d'
_9r ~

and. ~
~,) .. ............... . .
11

Raise and lower the hand from the wrist joint,
4.

Turn the wrist to right and left without moving the elbow or the finger tips from their relative positions, and .. ~~ -? •••••••••••• ••• • • •• • •••••••• ••••• •• • • • • • •••••• . • •• with the right hand keep

t'

~~'
6.

hold the hand up.

~

C--

hand fo<wru-d om tho koyboa«l and

the wrist turned to the
right; with the left hand
keep the wrist turned
the left.
keep the hand forward.

Maintain all the conditions just explained severally in detail, throughout this combination,
and turn the inside of the right wrist down, and tip up the right side of the right hapd, L
alternating with the opposite position. In other words, roll the wrist, and.~ .~ep the right side of the

7.

right hand up, or vice
versa, the left side of tlze
~ JJ ~ I
left hand up.
Stretch out the fifth finger and.. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . hold it half-way down.

8.

Raise the thumb and the other three fingers and... . . . . . . . ............................ hold them up.

. ~/

If control and discriminating intelligence is used and maintained in this combination in managing the parts concerned,

the outside of the hand should be well over the keyboard, giving the fullest opportunity for working freely with the fourth and
fifth fingers; both so as to use the strength of those fingers in movements up and down, and for the sake of stretching and
crossing for notes at a distance.
With proper cultivation, there should be no stiffness nor strain upon one's energies, but with hurried, forcible and unintelligent efforts, the student will be in danger of stiffening and making the muscles lame.
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A Course of

Piano Lessons

'Lesson No. 70
Th•• lu1on and Lf11on No . 7l are to
b• ltudMd logellaer.

By William H. Sherwood

PIANO STUDIES By FRIEDRICH WIECK
FRIEDRICH WIECK (1786-18'13), the father of Madame Clara Schumann, was a
very hi&'hly esteemed teacher of music and piano playin&'. He lived in Dreeden.

A foot note in Wieck's Book of Exercises says that the student is to play with "Hineinlegen", by which be means to
say, "with full, soft melody", not pounding nor hitting the keys in a hard, angular manner, but making the piano sing, with
plenty of tone, devoid of concussion.
You are to keep the wrist steady, and without weight or stiffness, during the legato exercises, in which you are also to
hold the back of the hand, at the knuckles, steady. You are to keep the fingers steadily above the keys, when neither
playing nor holding notes. The exercises mentioned below are found in the next Leeson, viz., No. 71.
In Exercise No. 1, count eight to the measure. Keep the thumb holding its key down through the entire measure.
At the fifth count be sure to lift the fourth and second fingers above the keyboard. Meanwhile bold the thumb, third and
fifth fingers down through the remaining counts of the measure. After the eighth count, and when necessary to play again,
make a slight lift of the wrist preparatory to beginning the next measure. The wrist should then go down to a position
where the hand will be level during the playing. After practicing this exercise and Exercise No. 2, with eight counts to a
·
measure, practice them again, counting only four, one to each quarter of the measure.
In Exercise No. 2, hold the note played by the thumb down through the entire measure; take the fingers up
promptly (from each sixteenth note) to their full lifting height, at the instant of playing the next note in succession. Lift the
fingers promptly from the eighth notes, which are marked staccato, in contrast to the legato sixteenths. Notice the difference
in the velocity, the eighth notes taking exactly double the time of the sixteenth notes.
The next series of eight exercises are arranged in progressive order, to train you to independent use of the forearms, with
correct positions and movements. These exercises require fixed finger positions, as explained in Lesson No. 14. This is
trde of Exercises Nos. 3, 4, 5 and 6. Exercises Nos. 7, 8, 9 and 10 require not only a fixed finger power, when either hand
begins or ends its group of notes, but that the intermediate notes, played after such a beginning, shall be played with the
correct legato, with acting finger joints. You must learn to define the exact control and discriminations necessary, when
alternating in the use of these two methods. For example, the finger which plays at the end of a legato group, is to be
raised and is to play from the knuckle joint, but is then to hold fixed, in a position necessary to keep the key down, with the
hand still. When raising the wrist and leaving the key, you can, with reasonable care, learn to combine forearm movement
with fixed fingers, when considered singly. But the alternate substitution of one process for the other requires more care.
You can learn the correct legato movement of finger action, in which the hand is still, and the fingers work from the
knuckle joints. But you must learn rational, painstaking control •. when using the two methods by turns.
Plenty of peopte have so much ti:ouble in making the wrists independent of each other, that they are advised to notice
exactly what is to be done in Exercise No. 3 of this group. It i~ marked to hold the right wrist still, with the keys down, in
this exercise, through the first two quarter beats of the measure, and to lift the right wrist, leaving the keys, at the third beat.
1 he right wrist is to be kept up throughout the remainder of this measure and through the first quarter of the next measure.
While the right wrist is managed as just described, the left wrist is to go down at the second beat of the first measure, and
stay down until lifted up at the fourth beat of that measure. During this quarter, both wrists will be up. It will be noticed
that the work of holding the keys down, and also wrists up, during rests (combined with the movements necessary), is so
arranged that no two movements are to be made at one interval. This begins to solve the problem that a majority of piano
players are unable to master, viz., to learn how to control the independence of the two wrists, when they move in contrary ways.
Exercil3eB Nos. 7, 8, 9 and 10 are taken from Wieck's book. Exercises Nos. 3, 4, 5 and 6 I have added as preparatory
steps. This entire series of exercises is of prime importance to everyone who would learn to play the piano well.
Exercise No. 10 should be played with abso utely steady, regular finger legato movements, lifting the fingers to their full
height, the instant the succeeding fingers play. Notice the accent in this exercise, also the change of fingers on repeated notes.
Exercise No. 11. The left hand is to play staccato, according to the methods explained, and with close attention to
the independent use of the wrist or forearm. Each process can be practiced in turn to good advantage. At the fourth note
of each m'l:lasure. turn the right wrist slightly to the right, as an aid to a hand position more favorable for the use of the
fourth and fifth fingers in the next group of notes. · Meanwhile move the hand slightly forward (over the keyboard), keeping
the right side of the hand from sinking. Do this with low wrist, to be light and limber.
Exercise No 12 is for alternating forearm movements with interlocking fingers. Again the forearms must be definitely
independent of each other, the fingers meanwhile held steadily at, .or near, the keys. The relation of tones to each other
should best be nearly legato. See Illustrations Nos. 8 and 9 in Lesson No. 66.
Exercise No. 13. Regular finger action is used during the first eight notes. Keep the outside of the hand well over the
-keyboard in such a position as has been described in many other parts of this course of lessons. Notice that while the third
finger is holding the key down during the second half of the measure, the fourth and fifth fingers are to work vigorously with
full motion and steady volume of tone.
Exercise No. 14 is Exercise No. 13 reversed to apply to the left hand. It ia to be practiced with the same rules just
described for the right hand.
Exercise No. 15. Make the dotted half notes loud, and the staccato quarter notes soft. Be sure to hold a dotted
half note until the next similar note is played in the next measure. The first note played is the last note to leave, in each
case, and is to be held until the next note in that series sounds. Raise the fingers high for the dotted half notes. The
instructions for playing this exercise are absolutely necesi;1ary for one who would do good work with melody and accompani·
'Dent simultaneously with one hand. Careless players hold quarter notes and forget half notes here.
Copyri&ht, 1908, by Sie&el-Myen Correspondence School of Mu1ic.
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NOTE: Those exercises in th.e present iesson;which are. taken from Friedrick Wieck's ''Piano Studies~' are given the same Roman numerals
they have. in his work. The Arabic numerals indicate the order in which the studies should be practiced, and are graded according to the simplicity of the movements and processes employed. The exercises which have no Roman numeral are original with the author of these les· ·sons and are inserted' to include more .of the elementary processes.
Copyrigilt MCMVIll by -Siegel-Myers Correspondence School of Jfusio.
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University Extension Conservatory
A. COURSE OF PIANO LESSONS
by William H. Sherwood

(,'hicago, Ill.

LESSON N9 72

"H·appiness Enough"

From Schumann's "SCENES FROM OHILDHOOIJ" Op.15_,Nf! 4
The melodic phrases in the following study are printed in large notes .in order to call attention to the responsive
relation between the different melodic voices. In cases of this }{ind the bass phrases should be played a little stonger

than the soprano. Preliminwry Exercises

'~

·:ifi;j ,I;j ,

etc. .

'#ji ~;r;J

etc.

M. M. )i:; 132.

Robert Schumann

= ar
NOTES:(~) The fourth finger can holdA,1while the thumb &nd third fingers play and leave E ~
i.-,'-'

'

•

.

(b) After leaving these keys, raise the "\\Tist and turn it inward. This will enable you to reach C# above A with
the third finger ·without inconvenience. If this is not done, play the C# with the fifth finger, and "'i1ile holding the
key down, change to the tMrd finger.
(c) The up mark(....-), is printed above the eighth rest in the second measure.Tl1estudentshouldholdth~sec<mdeigbth
note, A, until after teaving the two sixteenth notes, D and F#. Lift the 'wist so as to draw the third finger away
from A at the time of the eighth rest, instead of doing so earlier. The end of the slur at A, as ordinm:ily printed
suggests to almost any player that the note should be.left abruptly. If the note be held for the full timeoftheeighth
interval, it may be that it is held slightly longer than the music requires; but in playing such beautiful melodies as
the one before us, it will be well to exaggerate a little on the right side, instead of the reverse.
(d) It is marked for the left thumb to piny upon two keys at once. This can best be done by flattening the thumb
across the keys, not holding it in .t he curved position generally used. Curve it when leaving the 2nd G.

I
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University Extension Conservatory
.A COURSE OF PIANO LESSONS

Chicago,Ill.
LESSON N<! 73

by William H Sherwood
by W1llrnm tt. bberwood

Selections frotn ·Clementi Exercises
In the original, each of these exercises takes up a space of some two-pag·es,aud the five-finger practice for one hand is accompanied by
chords in the. other hand. Like Tausig in his daily exercises, Clementi transposes this exercise to different major and minor keys. It is
thought best to use the thumb on the first note of each running figure for tl:e right hand, and to use the left thumb ob the highest note of each
figure, whether upon white or black key. The hand must be far enough over the keyboard to allow the thumb to play upon the black keys without the necessity of shoving forward. The weak side of each hand must be sufficiently opposite the notes played by the fourth and fifth fingers of that hand to admit of those fingers playing upon black keys with curved position, and the knuckles are to be held in the position so
clearly described for finger exercises in this course, level across the hand . The fingering printed above the notes is the usual one; below
. the notes several different sets of fingering are given, suggested for special practice, alternating with the regular fingering.
It will be of much value to practice these exercises one and two octaves higher and lower, with each hand, besides playing as written.
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Exercise N9 16
In this etude,you are to·playfive notes with each beat, two sets of five notes occurring in a measure. You are to play these notes with absulute regularity of speed. Piano players are generally well accustomed to playing groups of two, groups of three, of four, of six, of eight,
of nine, of , twelve and of sixteen notes, but seldom is one required to play groups of five or seven. Play with absolute steadiness in the speed
of the notes. It will be well at first to count'- one for each note; that is, count five in a half measure, or ten in a whole measure. At the end
of the second complete measure, the left hand plays eighth notes in the accompaniment. This makes a rhythm of two and one-half notes
for one hand for ·each interval of the other hand. Play the second eighth with the left hand exactly half way between the time of the third
and fourth notes of the other hand. Do not allow this to cause any change in the regularity of speed for the five notes in succession. Those
who find difficulty with problems in keeping time are liable to make six regular intervals in this place, counting the second eighth for the
left hand equal to one of the sixteenths for the right hand. This is wrong. The speed between the third sixteenth note for the right hand
and th• next eighth fo< the left hand i• double that between any two •ixteenth•1 and t;e y e ' f
the "'cond eighth to the next six teen th
is also double. "Illustration N~ t shows this rhythmic problem. R. H.
j . j .j .~ .
I!l.N<? 1
L.IL(""j'".
.

j"j

J.

-----------~~------
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---------~~~--------
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Exercise N9 18

. This exercise is .a good study for the independence of the hands and of the musical ideas involved. While one hand takes ~ur~s .between pla:ytng;. first, an arpeggio, and then a scale, the other hand plays a few notes, some legato,others staccato. The four measures selected from this
etuae, wliich talies up about three printed pages in the orip;_inal, are so written that tliey can be repeated ad libitum with good musical sense;
They will serve their purposes as . exercises of consideral5le value, for the reasons just named.
.
-

Ex.N9 18 ~~-

2
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Selections f ram Kullak ''Octav.e Stud1· es"

Op. 48-' Book 2-'N<? I

.

.

ii

1,

I"

Illustration N<? 1 is t aken fr r, m the third page of Kullak's Octave studies, Op. 4,8 , Book 2, N<? 1. You will notice the marks\
which
. are understood in th ese le sson::. to indica te movements of the forearm. Prepa re for the first octave with the wrist up, meanwhile stretching
. out the fingers and the -5pace
inside of the hand (if th e hand be large enough \so as to m ake an arch acro ss th e knuckles from the tip of
. the thumb to the tip of the fifth finger. The joints of these fingers should be convex outside, and equally curved. It is important to s pan,
as far as may be possible, between th e knuck le joint of the fifth finger and the first joint of the thumb( next to the hand ),so as to
have
the inside of the hand spread apart, shaped somewhat as if you held a good sized plate in your grasp. Care should be taken to hold the
knuckle joint of the second finger low enough to be on a level with th at of the fifth finger. Ma ny players allow the knuckle joint of the
fifth finger to collapse , and the first joint of the thnmb to shrink in, while they hold the knuckle joint of the secor.d finger high.
Illustration N<? s, Lesson N~ s, shows how 1wt to hold the ha nd. The pictures in Less ons Nos.s, 4 and 5 show good positions, as above de scribed except the· one just named. See Le.s sons Nos. 6iJ, 66 and 67.
Arfer preparing th e finge r s , knuckles and wrists, we a re ready to play the first octave with an accent and down arm stroke"' " - (Play
all. Of the octaves statca~o.) Then lift the hand up from the first octave, meanwhile keeping the wrist steady at a"down''position. To ss the
hand down and up, for foe remaining octaves of the group. At the first octave of the second group, the wrist is to be pitched up, half as
high as at first. Continue the octave playing throughout the second group, with a motion of the hand down and up from the wrist joint, except that at the last octave the wrist is to be pitched up to its highest position, as it was before beginning the exercise. The hand, in this
case only, is to be left down. The second lift of the wrist substitutes for lifting the hand, as was the case in playing the other octaves. In
order to avoid confusion and make the double efforts necessary to the control of the parts concerned in this exercise, a strict rule of
pr a ctice must be carried out. Never try to make both hand . and forearm move at once, except at the half lift of the wrist, wheretheshort
up mark,''
is first made. The regular action of the hand in nearly all of the octaves is best for rapid and unaccented playing.
By
taking aim with th e fingers and hand (both parts being down near the keyboard, when preparing with a high wrist), it is possible to u tilize the motion of th e wrist for the do wn stroke, in assisting the hand and fingers to make strong accents. The concentration of energy is
in the tips of the fingers and in the arched and steady fraine of the hand and fingers combined. In a like manner, force can be imparted
to the stroke when the hand is up and the wrist down, through pitching the wrist up at the instant of striking.( with the fingers
firmly
prepared, as before ).If such forearm m~tions are made prematurely, or are mixed indiscriminately with the regular octave playing hand
motions, they are of little value. But a clear contr61 of the combination of joints and the intelligence to avoid such mixtures will enable
you to develop endurance and velocity, and the ability to play loud and soft at will, to a much greater degree than either method employed
singly. ·
:
The object of making a half lift of the wrist, where the hand action is to be continued in octave playing and a full lift of the wrist (continued from the half-way position), just preceding the next accented interval, will explain the reason for different lengths in the marks
made, and will enable the student to avoid confusion in the mechanism of such playing."\,'"
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Illustration N9 2.The preparation of the second finger, aiming down at its key, combilled with the preparation of the thumb and the fifth
finger, stretched across the octave they are to play, and raised, is important. Having made this preparation, make the dqwn-wrist stroke at
F. You should meanwhil · , as just stated, hold the thumb and fifth finger above their respective keys, ready to play th~ first . octave with
the independe nt action of their own Joints, as would be done in ordinary legato playing·. Notice that this particular octave. is not to be played
with wrist or forearm motion, but with finger motion. Lift the hand from the octave as usual, and when striking the next octave, notice the
hnlf ltft mark for the wrist. Lift the hand from the second octave) and when striking the last octave o~ the group, notice the second up wrist
. mark. In leaving thi s octave, the wrist should be up where it was, before beginning t~e group, ready to go down at the instant of beginning
the next group. But v.hile the wrist is up between the two groups, you are to take aim with the third finger, by putting that fin~er down to a
. point near its key, mean\\-hile lifting the thumb and fifth finger from the positi.on they were in, when playing the octave. The fini.;er action
in these cases does not do any playing, but prepares a position for the finger that is to play next in ord'er, while plac~ng the other fingers up
high enough to prevent them from interfering. Further exercises for this purpose are given in Lesson . N9 93,'
· ·.~
.
You will notice that in this exercise, as explained, there are three different processes. First, the s uccessful student will learn how to keep
the knuckles and fingers in prepared positions durmg forearm action. SecondJ he will learn how to keep the forearm fixed at the
wrist joint, maintaining the fingers in steady positions, during the action of the hand in staccato playing. Third, he will also learn how to keep
the forearm and the knuckles in unchanged positions during the actions of the fingers, up and down frorri the knuckle joints. The principal kind
of effort is to RESTRAIN two of the three parts just spoken of, when causing the third to act. The two parts restrained from action will be required to use the principal amount of energy in the exercise, in order to maintain their respectiv e positions while the third part is acting. You
are to learn how to keep either two of these parts steady at will. This is the best general rule for mechanical practice that can be given. The
habit of preparing positions above the right keys, with practical and serviceable arrangement of the joints, in ·advance of strikingupc;inthose
. key5, is a logical habit, through which one must learn to control some of the . mechanism of piano playing. There are no missing links m the
. equipment, if the entire combination of joints and muscles employed is examined into intellii.;entlyl and managed in such a way as to select
which ;'oints slwll act wr.d. which shall remain still, according to the necessities of the case. The de ail of learning ·how to avoid mixing up
the use of too many joints at once, simplifies all the work, but it requires considerable analysis and training. Most players use a mixed-up,
illogical prodigality of movements and joints for such practice, or else they allow some parts to collapse and others to stiffen, and make
too little motion.
·
.
The failure to examine mechanical. resources of the player's joints is very frequently the weak spot of many a would-be pianist.
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This lesson and L esson N~' 76
are to be studied together..

by William H. Sherwood

Slumber Song

STEPHEN HELLER

People with large han(l.s; and those ·who can play "\vith soft,relaxed touch, will find this composition easy. Those
with small hands, or withl a tendency to stiffen and strain the muscle::; when stretching, will be obliged to work
with patience a:rid with intelligent ca~e in order to do it justice. Practically all of the difficulty is with the left
hand, which should play a soft, soothing, "filmy'' accompaniment to the right hand ~elody.
(a) If the left wrist be trained to keep leve l, and not above the knuckle po sitio n, it will b e one feature towards f1·eeing the hand
from strain and tension) w.h en stretching and lifting the fourth an d fifth fingers. While holding the wrist down thus, lift the knuckles and
push the h a nd well ove r the k eyboard. The low wrist rr:ust b e as light as air. Hold the knuckles for the fourth and fifth fingers so far over the keyboard tha t they will be nearly or quite above the edges of the black keys. Hold the knuckles level across, so that the one for
th e second finger shall not be up. Twi st the wrist, the right side down and the left side up, enough to allow.this position. But be inild
and gentle with everything attempted. Train all the fin ge rs to keep a n inch above th e keyboard, when not actually holding down the keys.
Straighten out the second fing e r, so that it will touch it s key close to the fall bo a rd of the piano. You are now in a position. to support
the fingers and hand in mi.d-air. fZear·n how to play with a soft) tranquil touch that is appropriate to the idea of a slumb er so·ng. lfyouwould
have the cat willing to stay with yo1i and purr, you will be very discreet in the manner of stroking the animnl.
(b) The circle around the D~ for th e left hand means that that hand need not strike th e key. The right hand plays upon this note, which
is in the melody pa rt. You will notice, looking b a ck to the third measure, the word (;sopra',' which means that the rigb:t h an d shall be above the left hand. At the twel fth measure, you will notice the word ';sotto;' written for the right hand, which me a ns th at that hand shall
b e below the left ha nd. In many measures of thi s. piece, the ha nds interlock. If it be possible to k eep the left wrist down, the chances of
pl ayi ng with flexibility and ac ag r eeable touch a re greatly enhanced.
(c) When playing the second inte rval of the fifth m easu re, with the left hand , turn the wrist e nough to the left to have it opposite ~
the key played by the fifth finger. When play ing the fourth note in th e measure, turn the wrist e nough to the ri ght to admit of the
thumb being placed over its key. Refe r to Lesson N<;> 67, Illustration NC? 17. Through th e habit of maintaining a moderate height of the .
fingers, when reaching for a position above, and not at different kcysJ yo1i can best learn how to control a pianissimo touch, which is absoiutcly necessary for such an accompaniment as this. A careless pl aye r pushes down the finger to the key he expects to play, at the
in- •
stant of stretching out' for that keyj ~·h en making the pross motions; and in the process, he is very likely to stiffen. While poking at the
key with an unmus ical touch, he is e qually likely to pus h up the wrist,and the right side of the left hand at the same time. This habit
crippl es the fourth and fifth fingers.
.
Th e printed pedal marks ( L---l) in L esson N9 76 have been made with much care, requiring i.ndependent government of the foot on.the dam-.
per p edal. This matter must be made one of scientific discipl ine and tra i ning~ if you would gain the independence and repose desirabl'e
fbr soft effects, as well as correct intervals of change. You must not lift the pedal violently, nor put it down boisterously. You will notice
tha t it is generally marked to go down on the second of the two eighth intervals, where the mark is used, and to come up exactly at the
next change of h a rmony. The tim e for lifting the pe dal is identical with that of lifting one finger in legato playing, when the next finger
plays. The object is identica l in each case, viz., to hold one ton e until you hear th e nex t, a nd to make the change without overlapping the ,
harmonies. The example for pedal in the first measures are to be duplicated in latei: measures.
(d) You are given a choice of using fourth or third finger s, i,on the second eighth note for the left hand.
(e) An example of the greatest difficulty in this pi ec e is found in the eleventh measu re. In the long di stances between some of the
keys for the left hand, the finge ring printe d should positively be so well learn ed by patience and correct repetition of the measure,
.that you will not have to think about it too much when playing.
.
When the third finger plays the second eighth note, ende avor to continue the hold with the thumb on the upper note F. Meanwhile,
cause th e th ird finger to straighten outward, a ft e r first ·playing upon its key in a curved position; it is to hold the , key down during the
act of straightening. When it leaves the key, it will be' with the tip of the finger- nea r the fallboard. This is to be done, of course, so
as to avoid an abr·u pt manner of leaving the notes F and Ab, and to enable you to can;:y the h a nd across to the le ft for the fiftl) finger
to play calmly, from its point of preparation an inch above the A~ at the third inte rval. The fingering for the fourth and fifth intervals of this measu re, (also for the thirteenth, fifteenth, sixteenth and similar measure s) requires continued care, in order to be both prepared a nd self-posse.ssed. Sec Illustration N<.> 17, Lesson NC: 67. The sliding process just explained in crossi ng the third finger to
make a forward curve r e quires more extended use in the thirty-ninth and fourty-seventh m easures, where the fifth finge r shoi.tld make
the forward curve in sliding away from the second interval, and the thumb should make a si mil a r effort in sliding away from the fourth
interval.
(f) In the fifty-sevent.1,fifty-ninth and sixty-first measures there are some sixteent!i. notes. The da mper pe dal is to be raised at the
riext eighth interval beyond each sixteenth note, so that the tone of the sixteenth will not be continued beyond its own short
fraction of time. Prepar~ also to play the sixteenth notes with less weight of touch than the eighth and quarter notes, with which they
alternate.
(g) In the sixty-third, sixty-fourth and sixty-sixth measures, notice the extended half note and the mark (-;-) above the third quarter
of the measure for the right hand. Be sure to play this note slowly. Hold the fifth fing e r above its key, as high as has been so strongly
urged in this piece, and play with slightly delayed, distinctly soft touch, meanwhil e holding the half note down. The high note should
. sound like a distant echo, or a.nuharmonic" tone, as is sometimes heard on the violin.
1

J

The simple poetry of this beautjful piece is so apparent that it need only be heard to be appreciated, and requires no explann,tion. But the means thereto nrelikely to require study and analysis as .w ell as musical feeling
an~ ideality. (The composition just described and interpreted is fom1cl in the follo~ing lesson.) ·
''When Thalberg play~d a melody, it stood out in bold dynamic relief; not because he pounded, but ·because he
kept the accompaniment duly subdued:'
·

Christiani.
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LESSON N977

by \Villiam II. Sherwood

Selections from Cramer's "Fifty Selected Studies"
A

Et'!J,de N<! 1

· The arpeggio chord r equires that you should hold down all the keys after playing until

the

~~~~~~~~ third quarter beat of the measure. You will pl ay it with forearm action, with a clinging energy

1El

of the fingers, and with a braced frame in the moderately high knuckles at the palm of
the
hand. When ' 'rolling" the chord, use the means of mechanical action just described instead
of playing each note sing ly with finger action only, as if you were playing an arpeggio, one
note at a time. The finger method is too' weak and inefficient for solid arpeggio chord play. . __
ing. Hold all of the keys down throughout the entire time of the chord.
<t•J:
In the first measure when the right thumb leaves C, it can at once move to the right and
q·
remain over D until it is used on that key. Meanwhile, when the se cond finger !Paves D
it
sh ould be moved to th e r ig ht a nd r e ma in over E until it starts to pl ay upon that key. Again, when the third finger leaves E ( the third
note in the p assag e) it is to : b e .mov e d to the right and remain over F until it is to play that note. \\ben the fourth finger leaves F, it is
mov ed acro ss to rem ai n m·er G. During the time of playing the fir s t four notes , the body of the hand will be carried along only a short
di st a nce, from C to D. The process of giving the first care.to placing · a finger over a new position, when that finger first l e ave s its
key, will in sure a compl et e h abit of pr e paration for each new position on the keyboard. Pianists seldom make such preparation , until the
interval imm e diat ely prece ding the note , if, inde ed, they do not neglect preparing until the actual instant that such note is played. Theodor
. Kullak in s is ted in all cases th at a fing e r should b e over its key, before attempting to play upon that key.

Copyrig·ht MCMVIII by Siegel-Myers Correspondence School of Music
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LESSON N<? 78

IN"VENTION N<? 8

J.

S. BACH

See Lesson Number 36 for in structio~ regarding staccato playi ng. The staccato eighth notes should be played stronger than the sixteenth notes, marked legato. The composition requires strong accents and a spi rited movement. It is l argely in canon form 1 i.e.,one part imit at es tlw oth e r, Th e ca oons are generally in the octave. For instance, notice the first four measures for the right hand. These are dupli ca t e d,
measures 2 to 61by the left .h a nd, · .one· o ctave lower, note for note. The eighth rotes are written v.ith such intervals th a t you may always
accent with rn creas ing e nergy on the seco nd and third quarter be ats of the first ineasureandonthefirst b eat of the next measure, for whi chever han d is playing th a t subject. Further instruction regarding staccato playing will b e given in Le sson N<? 82.
Notice the tenuto marks( - - - ) over the sixteenth not es on the second and third beats of the second measure of th e themat ic s ubj ec t.
The running s ixteenth notes, when going down th e sc¥'e, a re marked diminue ndo<-====-) , si multaneously with the cre scendo and m a rcato, accen ted treatment of the other voice. It takes deliberate planning, slow practice, and intelligent care to co11troi the ind e p e ndence of
express ion thus called for.
'
This compos ition is constructed almost entirely on the thematic development of the subject matte r played by the ri ght ha nd in the f irst
t wo measures. But the va riety with which this thematic material is used shows the wonderflil inventive genius and masterly skill of the great
master.
In the fourth measure, th e r igh t hand plays a modification of the fjgure of sixteenth notes; in the t en~h and eleventh measures and in
the last three measures of the compo s ition, the thematic material is modifi ed to adm it of a full cad e nce; in th e f irst case leading to
a
tempora ry close in the key of the dominant; and then leading t o the nat1.:ra l ending in the original key. In the fift ee nth,nin eteenth and
twenti eth measures the mild melodic inte rvals have a sense of exp r ession less marke d than that of the principal theme. In th e twenty- first
and twenty-fifth measu re'i inclu s ive,you will find the them atic subject inverted. From the ninth to the eleventh measures, and from the
. thirty-fi.rst to the thirty-thirc. :1:easures , is an. extension of the formula, which is .in the sec o n~ quart~r of the second measu re-:----....
of the piece. The rul es for pl :i ymg staccato with prepared and stead y control of fmgers,( combmed· with alter na te uses of the ::~·-=--~ -:=
hand action ,from the wri st joint,and the forearm action ) are explain ed at length in this cours e, and will h elp te give proper : ~~~i'=
value to the importan ce of the staccato eighth notes; whereas a very commonly used habit of playe r s, to attempt staccato play- ing with loose fingers, causes one to make e ighth notes playing s t accato we a ker than the sixteenth notes playing legato~ yv hen the reverse
should be the rule.
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This Lesson atRI/, Lesson Nr> 80
(l'f'e to he st,,died togctlwr.

by William H. Sherwood

Tillegnan

L. Nornan
"Tillegnan"is a very graceful and :nelodious idyl by a Norwegian composer. This composition charms with its
childlike simplicity and sweetness . The melody, given in a smooth succession ·of "liquid" tones, is more important
than the rhythm or movement. The piece is moderately rapid, fast enoug;h not to be monotonous, yetslow enough
to allow the tones to be well sustained, and to sing in an agreeable manner. In the smooth, well- connected tone,
which the legato touch used in this composition calls for, there should be no suggestion of i;tiffness nor of that .
..
'
hard, dull quality of tone or touch-almost invariably heard when the player allows the arm and hand to be heavy .
. You should learn to leave the keys where the slurs end, in a slow, gentle manner, instead of breaking off abruptly.
At (a), a slur ending one phrase interlocks ¥-ith another slur. This means that you are to end and begin a
phrase, or a new section of a phrase, at one and the same note. The impulse for the new phrase begins with
a
continuous legato at the very note where the sense of the preceding phrase would seem to end. This feature
of the composition before u.s is most attractive. There is considerable dialogue in the music, the left hand notes
frequently answering those of the right hand~ Bass notes with double stems(generally quarter notes) should be
accented.
Ill. N<? 1
At (b), the dotted line from the dot after
~--
B to the D#, is int~nded to show 1hat you
should hold the B d?"'-n while p1ay~ng the D#.
The next appoggiatura · note is to be
played at a later interval thus:
At (c) Gappears in both melodies at the same time; the melody part for the right hand moves to Gfrom above,
while the left hand moves to G from below. In such cases,it is ·wise to strike the key \\-i.th only one finger of one hand.
Since the right hand has the principal melody, that is the hand to play the note. The circle around the note for the
left hand Q), indicates that the playing of the note shnll be omitted in that part.

I

At (d), the appoggiatura is played as follows:

'#ra

J

.

Notice at (e), that the left hand starts out boldly with a phrase of melody similar to the first one in tlie composiThis
tion. At the same time the right hand plays strong melodies in two voices, in contrary motion to ~he bass.
i:;ection of the composition is quite agitated and disturbed, in contrast with the smooth gracefulness hitherto expressed.
At (f), the marks,/-....., give an opportunity, through a slight lifting of the ~Tist, to use the first and third finbrers, where one slur ends and another begins. Such alternate, or substitute, use of the forearm, will take the place
of exactly the same number of finger movements in other place's, to good advantage, between phrases.
At(g), by turning the right wrist well to the left, . it will be found easy to put the third finger over the
fifth
finger, in playing
At (h), we have again a loud passage, but this time not so agjtated and rough as at(e). The last part of the compo~ition, from this point to the close, is more complicated, as there are frequently three voices of nielody ~or the
right hand, combined with one or two more sustained parts in the left, fo-r harmonic support.
In the measure marked (i), the second finger is to play R~ and then slide to A without lifting, so as play the
notes entirely legato. This method of connecting tones is of much value when playing legato chords and octaves.
At (j), we have another loud phrase to play, but this time in a very agreeable, tuneful manner. Notice the number of pedal marks (t........-1) • There is one fo~ each of several intervals in succession, and the pedal is to be ·so used
as to keep all the tones of each interval sou'.nding, until they connect exactly with those of the next interval, but not
beyond it. In other words, the pedal is to help in getting a clea:r, liquid, legato quality of tone. It must be used :very
gently, so as to neither jar the piano nor destroy the effect of the music through too much vibration.
At (k), notice that some notes of this phrase for the right hand, and some notes of the answering phrase for the
left hand, are written with larger heads than the other notes: This is to indicate that these particular notes must be
played rather stronger than the other notes, for the sake of melody.
Beginning at(l), there are fiYe short phrases, or fragments of phrases, with attractive harmony, which bring
this happy piece to a restful and thoroughly agreeable ending.
As the music grows slower at the close, the short sixteenth note intervals, as at (m), must still pe abruptly related to their next notes. The requisite slowness is accomplished by lingering more on the preceding . dotted eighth
notes. You must always try to exercise a just sense of proportion about your v•·ork, thus helping to de~elop good
taste and feeling.
Copyright MCMVIII by Siegel - Myers Correspondence School or Music.

C#.

University Extension Conservatory
A COURSE OF PIANO LESSONS

LESSON

Chicag·o,III.

bv William H. Sh erwood

Andantino grazioso ~
~

------~

Cop_yrig-ht MCMVIII by Siegel-Mye r s Correspondence Sehool

N~

80

This L esson and L esson ·Nq 79
are to be studied together.

or Music.

U~versity .

Exterisiori Co:qservat<?ry

A COURSE OF PIANO LESSONS

LESSON N'? 81

Chicago, Ill.

by William H. Sherwood

Selections from ·';Daily .Studies'' by Carl Tausig
Th e collection of "Daily Studies)' .by Carl T ausig, probably e~bodies dS comprehensiYe a selection for technical practice at the pi a no as
can b e found, except in the field ofuctaves. At the time this work was published, possibly forty years ago, T ausig stated that Theodor Kullak
ha d written such a complete work on octave practice that h e deemed it. s uperfluous to in.;lude that field. Since that time, the m ai n progress
h as b een made, not so much in skillful selections of printed notes , as in a f uller understanding of ways and means of developing strength, suppleness and independence of the playe-!s muscles, ;'oints, knuckles,· etc . With the lessons already printed in this course, the player will use the
printed material of Tausig , Kulla k; or any other writer,(either in exercises , in etudes, or in the interpretation of music) with much more .ca pa. ble ways and means than probabl e othenvise. The limits of this work admit only of printing a few notes and selectin·g only a few types of ex. e rcises out of the: many. Take par ticula r notice of the d\ffer ence a nd contrasts here given in r egard to rul es for the use ofthev.risf, knuckles
. and fin gers in Exercises Nos.1 and 2.
.
These two exercise a r e given in the same lesso n for the sake of notici ng a nd practicing- fundamentally different adj ustments of each.. . As
.
a rul e, stude nts h ave had on e way only of playi ng b oth. We propose to make every student sf this course fUlly. ,awar e of the value of c·o n. tras ted and widely di ssimilar methods of practice for different cases, in both legato and st accato passages .

In Exercise N91 you a re to keep the wrist from one to two inches above th e knuckles; the knuckles are to be level across, from right
to
left, at a uniform height . Th~refore, you-.;:ire to take pains not to drop the-outside of the hand.
"
. Th e t ip joints of th e fin ge rs are to be pe rp endicula r to the keys. You are to keep the fingers so nea r togeth e r that, with m a ny ~ands,th ey would
rub against one another. While pl aying t~e chromatic interval s of this exercise, the ha_nds should b e so far over the k eyb oard that the thumb will
pl ay upon the white keys s lightly b e tween th e bl ack keys, or not farth e r back than apposite th e edge of the black k eys . You will find that a
liftcombination of efforb must b e m ai ntai ned to get the drill intende d. Wh e n holding the finge rs cu r ved( they are not to sti ck out wh e n
ing from th e keys> combined with th e high wris t a nd comparati vely low knuckles, th e r e is considerable tens ion necessary. One must be careful not to t ax th e muscl es too sever ely, but the disci plin e of such a combination of efforts is \'e ry valuable. Keep the height of the knuckles unchanged . Keep the wrist always limber and never heavy.
5

Ex. N<? 2
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In Exe rcise N9 2 the wrist is to b e usually slightly lower than the back of the hand at :the knuckles . The knuckl es a re to be from
one
an d a hal f to two in ches above the key,board, and equally hi gh across. Th e fing er s are to be extended more or le ss straight, according
to
the dista nce between th e keys . The s ite of the hand has much to do with the degree the pia nis t can curve fingers in stretches. The pos·ttion
.of wrist and knuckles in Exercis e N? 2 1 is diffe rent from the ir position in Exercise N<? 1, and this changed position frees the fingers for lat e r al action, also .for full powers of lifting and stretching . In Exercise N<? 1 the freedom of the fingers is restricted 1 a nd t h e s tudent will find
it quite difficult to lift t he curved fingers mode ra t ely hig h . Oth e r exercises may b e practiced with different, even with contrary rules of wrist,
.k nuckle and finger management , according to a variety of purposes, in different kinds of examples . But you a r e expect ed to master
both
.ways, the one for close work, and the other for extended work, as a means of govern ing extreme cases .
.
In Exe rcise Ne;> 2 1 the wrist· should carry the hand more or less to the r ight or le ft, in preparing for the extremes of position acro ss the
keyboa rd. In doing this, with the rig ht ha nd extended, the second and third fingers can frequently turn to the left and straighten considerably,
whe n playing a progre s~ ion of notes ascending, so as to allow the body of the hand to be opposite the keys played by the fourth and fifth fingers . If such discrimination is carefully observed, the ability to raise and curve the -weak fingers will be much enhanced . With some hands it
will b e necessa ry that the fourth and fifth fingers should slip away fr om the keys , each in turn, in the greater str etches, b efore playing
the
next note .
The prin ciples for th e late ral motions explai ned in scale practice , ; require the .student" to • move the finger across the
key·board, towa rds its next key, nt tlie time o.f lifting that finge r from the key. This rul e should be carr'ied out in Exercise N? 1,although the
progressions a r e miniature in degree . You are expected to keep the fingers above the keyboard habitually in both exercises, except when
playing a nd holding down the keys. Notwithstanding, the many comprehensive rules , you must keep the wrist limber, a nd 'not allowthe arm
'to get heavy. It will be well to go through some of the motions, playing upon the surface of the keyboard, not putLng the keys down. Prac'tice with s oft, touch, an d again, loud, by turns . Make as definite and prompt an effort to lift each finger from its key, when the next finger
,plays, as you make when playing. The machi~ry for using separate powers of knuckles, and of lateral moving muscles, is additiO'llal to that of play-

mg.

I
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by William H. Sherwood

Exercises for Changing Fingers in the Air Between Notes
(In relation to staccato playing)
In Lesson N<? 36, yo1,1 ar e taught to fix your fingers in two positions relatively, preparatory to staccato playing,which

lat-

ter is to b e done throug h the action of the handfro11t the wrist ioint. The finger s which play a re to be held down, while playing,and those
not to play are to be h eld up, while th e sp a n of th e Hand and the relative po sitions of the finger s are to be ·unaltered;
thes e positions
a re to be he ld firmly during th e 11wtion of th e ha nd up and down, fro11i th e wris t J·oint. In the following exercise, you are to do the same
kind of work, with the additi o nal wo rk of ali.e rin g- th e relative finger pos itions each time, when lifting the hand.
INSTRUCTIONS FOR CHANGE OF FINGER POSITIONS.
/
Play th e first note in Illustration N<? 1 as yoti \voulrl play it in Lesson N<? 36,with hand action, having the thumb prepared down and the other fing e rs
Afte r :·a is ing th e ha nd from thi s note, put th e second finger down and rai s e the thumb. This will leave the second finger in
the
position to be used wh e n playing the ne xt note. Afte r lifting the hand take the second fing e r up in turn :ind put the third fi.:-iger down,
all be fore lowering th e h and to play aga in. It will be seen th a t whichever finger is to pl ay next will be fixed in its playing pos ition, below the le vel of th e oth e·r fing e rs, and b elow the le vel of the hand. Review and practice Less on Ne:> 14 1 in which you are taught how to
control fixed finger pos ition s with the stre ng th thereof, combined with flexibility of the wrist joint. You will notice forearm action in
Lesson N<? 14, and hand action in Lesson NQ 36; but in each lesson the effort to fix the finger that plays, a t an angle b elow th a t
of
the other finger s , and below the bac k of the ha nd, is dea rly shown. !n the present .lesson, the control of the fixed independence of fin gers, coupled with f1'eque nt hand aetion,the wrist joint is more difficult than in the other two lessons, for the reason that you have to alternate fingers through the fl exibility of the very joints that are to be held fir1n,when playing. You are to thoroughly master and control
all of th e finger joirits, for .~i.µ;h action as is re quired to change finger positions, when lifting from the keys, so as to have each finger
in turn t.ake a im at its key and becovie fix ed, bi:fore 1mz.ki1.1g the playing stroke . This stroke is to be made in each case from the
wrist
joint; th e oth e r ne cessary mov ements of the finge r joints are to be made only when lifting from. the keys. The degree of lifting necessary for the finger joints should be rmich less for thi s kind of practice than in legato finger exercises. The knuckles should be umformly an inch or mor e hig hc1· than in ordin a ry legato playing. The flexibility of the finger joints should be not more than one-third
a s free in lifting the fingers in this cas e as in the other.
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INSTRUCTIONS FOR PREPARATORY EXERCISES:
To pre pa r e pos itions , practi ce th £ e xercise given in Illustration N9 1 1 counting four beats for each note pl aye d. At the first b e at
of th e m easure, play th e gi Ye n not e with th e fin ge r indi cated; aiming downward,usinghand action; at the second beat,raise the hand from the wrist,
keeping fin gers in the exact position which th'ey ha.d ai beat one; at the third be~it raise th e finger which h as play ed the not e ; at the fourth
beat,
.lower into po s ition the finger which is to play on the first be ai of the succeeding meas ure • . .

Ill. N? 2 '
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(lllustration NQ 2) At the first beat, pl ay with the finger indica~ed; at the second beat, raise the hand with the fingers in
the
exact n·l a t i,·e position s which they had w~ e n playing the note; at the third beat,combine the two proc ~sse s of beat s three and four
in Illustration N<? 1 ; th a t is , raise the finger which has jus t play e d to the IP.Ye! of the other fingers, and lower the finger that is to
play the ne xt note . Th e '\ovements of playing and leaving key s are wristorhand motions as in Lesson ~9 14 or Lesson N<? 36.

.

Ill. .K<? 3 =:~PJ:·~-i====+===:.===+==l===::~:::==+=t===::~:::===t:::;;:==~~~===l;::::;-:===~
~===+=:!!~==1-~====l::: etc.
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(Illustr ation .!'~~· 3) At the fir s t be a t, play the note with the finger indicated; at the second beat, combine the processes used at
beats two, thr e e a nd four of IHustration NQ 1; that is, raise the hand, · · raise the finger which has just played .to a. position at
the level of th e o t her fing e rs, and pr e pare the finger that is to play in the succeeding measure, through a duwn move of tha t finger.
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(Illustration Ne:> 4) Double the speed of the preceding exercise.

Ill. .KQ 5

J J J J IJ J J J I etc.

(Illustr a t ion N<: 5) Bound the hand upward and ma ke the finger changes in the up-stroke.
t a ck on th e key and make the finger changes, all at the s1tnw liand.
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To be taken in combination witli .ZessQJi .No 86

Selections from "Daily Studies" by Carl Tausig

·

·

Exercise N? 3 shows a scheme used by Tausig, through .w hich you are to develop the musicia~1ly ability to transpose each exercise by
. turn into each key. The exercises Nos. 3 to 12 inclusive, show examples of this p.r ocess of transposition. Such work will develop powers of
the musici?n, together with . those of the executant. You are expected to repeat the formula of the exercise, in each major and minor key by
. turn; and thus form a foundation for constructive ability in thinking and .working out Eroblems of trall§J!.O ~ition and musical composition. A
. simpler foundation for this process was afforded in the lessons on twelve coll!binations for scale practice, Lessons Nos. 53, 54 ·a nd 55.
In Exercise N9 3, the position of the wrist is to be held half way between :the extremes of "high" and " low;' as shown in Exercises Nos.1
. and 2 of Lesson N'? SL The fingers should be moderately curved. You will notice that: in the second measure, the notes are written in the
. key of C minor. In the third measure, the notes belong to· the key of D flat major, the first bass note, c, being no longer the keynote, but
. the "leading-tone;' and a half-step below the keynote of the new key; whil-e the third apd; fifth notes in this measure,. viz., E flat and G flat,
. belong to the chord of tlie dominant seventh, in the key of D flat. The dominant note itself (A fl~t) is not played, and is unnecessary, as the
. tones that are used are sufficient for the complete change from one key to the other.

Ex.NC? 3
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In Exercise N9 4 we have a similar scheme of modulations. You will notice that only a few examples are given in the limited space at our
. disposal for these exercises. You are expected to supply all the remaining examples in the other keys.
.
The third chord in Exerdse N9 4 is additional to the scheme in Exercise Ne.> 3, but it forms a basis upon which to construct and develop
the process, by interpolating a diminished seventh chord as additional means of smoothness, between the minor chord of the one key and the
. dominant seventh chord of the next key.
. ..
i
Ex.N<? 4
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In Exercise NI? 5 play thehalfnotesl:oud throughthemedium of prepared finger position combined with the forearm action.(See Lesson
.N<:> 14.) P1ay the eighth notes softly, and staccato, with finger action up and down from the knuckle joints, keeping the wrist and knuckles
. steadyrmeanwhile. A small degree of clinging effort, with the tip joints of the fingers is desirable with the eighth notes.

Ex.N9
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In Exercise N<;> 6 with raise~ wrist; prepanHhe fin ger which plays the note marked with an accent in each case. This note is
printe d a:; an appoggiatura. The fingers playi ng the other notes are to be less firmly prepared, and should stroke .t heir keys in asoft,gen. tle m;rnner,after the accented note is
played. Notice that Exercise N? 5 is a preparation for the independence of the fingers. necessary .
to playing the appoggiatura in Exercise Ne.> 6. It is frequently much more difficult to play the soft notes softly enough than to playtheaccen.t ed notes loud enough . This kind of finger independence is of the greatest importance to every sensitive musician. One should make
Sl,lCh efforts dail.y, with pa rticular care about the discriminations of touch.
·

Exercise NC? 7 (See Lesson N<;> 86)
Between the ~ime of pl aying the first and second _quarter beats, the second, third and fourth fingers and the hand must move in advan.ce,
.acros.5 the keyroard, so as to b e in a position opposite the second group of notes, upon· -leaving the keys for the first group. In ascendmg,
E xe rcise N<.> 'I (a), when the second finger ·leaves E, it should immediately move to the right so as to be over F, · an d when the third _finger !eaves · !·; it should at once move to the right and cover Q . · Likewise the fourth finger after leaving G, should at onre cover · A. · Thi>
process has b_e en explained in other exercises. Have the thumb of the right hand hold each quarter note until after the fourth fin geY has
beer. raised from its key, in succession with the note played by the fifth finger. Each thumb note should, in fact, be held until actually moving to play upon the next note. In the descending series for the right hand,ExerciseN<.>7 (b), when the second finge r leaves · G, it should immediately move to the left so. as to be over F. Likewise \\-hen the third finger leaves A,.it should be moved to the left and. cover · 9; and
when the f9ur th finger leaves ·B, it should be · mo ved to the left and cover A. Meanwhile, the wrist should move a sufficient distan ce to
the left to be -oppo site the next. group of notes .
It will be notice<l that th e progression· just irtdicated is - in opposite direction to the order of the notes, which are played in succession up the scale, while preparations are being made to play the future notes down the scale.(Exercise N<? 7 is found in Lesson NC: 86.)
Copyright MCMVIII by Siegel-Myers Correspondence School of Music

University Extension Conservatory

Ex. N9 8 is a continuation of Exercise N9 7 in a scheme of transposition alr.e ady explained. It .ls in the harmonic scale of C minor. It is
many times more difficult to play well, however, than Exercise N<? 7, owing to the irregular distances between the black and white keys
used in the minor mode. · On this accow1t some fingers must occasionally press against. each other ·while other fingers must stretch apart.
The
best position is well over Ex. N9 8
·
~
the k~yboard, so as to
~1
•
~ ~ ~
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Exercise N9 9 is extremely t:nmusical.For the sake of avoiding disagreeable tones, you may practice it upon the surface of the keyboard,
. riot producing any sound. It is a preparation to gain control of the positions of the fingers over each group of keys in each case,
while
transfering the hand from one octave to t he other. The second figure of this exercise is particularly difficult for the right hand. Notice
that the third and fourth fingers must be dose against each other, and the fourth apd fifth fingers spread apart. After training
the
fingers enough to be able to keep their relative positions to each other, so that all . five can be set down exactly at the right keys in different octaves, tur~ oack to Exercise N9 8 and make the lateral preparations necessary to bring each finger to position above each key as
.soon as that finger 'leaves the key it has played upon. The notes of Exercises Nos.7 and 8, can be played by the left handoneo~two octaves
lower than the printed notes. You will notice that the set of figur es printed below the notes are for the left hand. Our space does n0-t
admit of writing these exercises out in full.

Ex.NC: 9.
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T'1is transposition applies in many of these exercises.
Ex:N<J 10.Hold ea9h note,marked wiµi a quarter stem,tintirafter"the notes in the figure have· been played, in case It IS not too difficult to keep the
. key down. Some of the steps are too great for small hands, in which case the student should let go of such keys before 's training the muscles. When the right ha,nd is ll,SCending, if the stretch of the hand be sufficient, the wrist can be carried along the keyboard moderately, so
as to h~ve the..weak side of the hand opposite the notes played by the third, fourth and fifth fingers, combined with the effort t~ keep the
thumb note ~own. This e~ercise should be. practiced with lewl o'- low wri st position.
·
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, LESSON NQ 87

Chicago,111.
·

Selections from Cramer's"Fifty.Selected Studies~' Etude oq 1

.

Eight. bars of the left hand work of this etude show a variety of progression. The. principles explained in relation to arpeggio and scale ·
lateral 111ntio11s are to be examined into and applied throughout. You are to practice first in quarter notes slowly, as explained ·· fully
in
Les8onN9'69.You are to form the habit in these, and in all passages where you cross the keyboard, of looking ahead from three to eight
notes. L>o not leave a note for the next one until you hav:e arranged as many fingers in positions above the next keys as can be
provided
When playing F, and before playing any other note,you can have tlie second finger over AP, the thumb over C, and the fifth
finger over: C below. When playing AP, the second l!lote in the passage, you-can make thelfhird and fourth fingers move to the left. In
factI place the third finger over the E below. When playing the. note. c, you· c~ make the second finger· move 0 the left to· cover F.
t will now be seen that at this point the four fingers can be over. the next four keys to be played, while the thumb is holding C.
You
will remember a rule of practic~ to hold all of the fingers a definite distance above their keys, continually, except when playing and hold. ing their respective keys down. The effort necessary to keep four fingers raised and arranged above their respective keys calls for much
muscular exertion, and necessitates a habit of testing the wrist frequently so that ~t . may be trained to avoid heaviness and stiffness. The
extra number: of efforts c~lled for ~ei:ds to stiffen the wri!:'.t,unless resolut~ly opposed with frequent wrist tests. Were you only required
to keep the fmgers up, without training them to prepare tn advance,crossmg the keyboard, there would be much to do. On the other hand,
were you required to only move the fi~ers across in advance position as much as possible, without holding them up, you would find plenty
to do. To master· · complete habits in both these particulars, during the practice of the passage1 !equires unusual patience. lt will necessi tate preparatory practice at a much less rate of speed than that of the quarter note at 100 =· M. M. When one plays a game of chess, he
has to train tl:le mind to watch the entire chess board and all of the chessmen on it.
·
The process to be used in piano practice, as above explained, requires similar thought. In the third measure will be found notes alternating ,in intervals up and down-the scale. The general direction of the passage is down. The process of carrying the body of the hand
and the fingers to the left can be carried out, without interruption, although the fingers occasionally make individual moves toward the right.
In this ~ase the momentary change in direction for separate notes should not affect the plan of regular progression of the hand and for the
other fingers.
.
',
Moderato con espresslone. J = 1s2
a
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ETL1DE N912

.

A TRILL STUDY IN 'WHICH THE TRILL IS USED AS. A SOFT ACCOMPANIMENT TO A MELODY.
Notice the dynamic marks. The melody is marked( mJ ):the lower voice is marked( mp); the next to the lower voice(p ); the trill (pp).
IHustraticin N91. Practice the trill iii sixteenth notes, four notes to a count ..
Illustration N~ 2. Practice in triplets of sixteenth notes, six . notes to the quarter. · .
. .
·
Practice in thirty-second notes, eight notes to the quarter. The notes of the melody are to be played singly, a lternating with those of the
trill.
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'r,he succession of melody notes is phrased 1egato. Each key for the melody is to be held until the next of that series, notwithstanding that
the same-hand J?.lays the intervening trill notes with other fingers. One should lift the fingers which play the melody notes one and one-half
. inches, meanwhile lifting the fingers which play the trill notes half an inch. When the weakest fingers play the melody notes, it isnecessal'y
to have that side of the hand well over the keyboard, and sufficiently high, while.the stronger fingers, which play the trill notes, should be
governed by a moderately low position of the knuckles on that side of the hand.Keep the wrist always light and limber.(See Lessons Nos. a,
4 and !?..! · for knuckle positions.)
J ---i--- I
N. B~ 'fhe original of this etud'.e was written thus: ~
which would imply that the notes of the melody and . trill should
be ph1.yed simultaneously, without designating the -"tr
velocity of the trill. Such marking is to'? vagu~ for practical
improvt1ment.
Lentocantabile
=7ft
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LESSON N<.> 88

Albumblatt
(ALBUM LEAF)

This bright composition is cheerful, happy and p\ayful in mood. The spirit of dancing is unmistakii.ble. The musical ' 1swing" finds expression through two beats to a measure; to play this piece with four beats to a measure . 1would. make it sound like drudgery instead of play.
The marks for the damper pedal, "i..---iJ' are explained in Lessons Nos. 20, 25 and 37; and marks suggesting the use of the forearm~ 1 \ "--"I/
are explained in Lesson .N? 14, in which m;:.ty be found some description of forearm movements at the wrist, down and across the keyboard .•
Preparatory finger position, should be combined with forearm movements. This piece has been so carefully marked with fingering and expression marks that little more need be said about it.
In the seventh measure, the right hand should accent D, and hold it while playing the three lower notes. The final one of these
notes
should be played staccato, but the D should be held until the fifth finger plays E, on the last interval of the measure.
In the .fifth, sixth, and sev·enth measures (also in similar cases marked for forearm action for the left hand), the wrist should alternate with
a light action of the hand to insure quick repetition. In the ninth measure, when the right hand prepares to play the first note J the fifth finger should be found over the seconq key prepared to strike. In the twenty-fifth measure, the right hand should make the stretch as much as
may be reasonably possible before playing the first note. Similar efforts must be practiced in the twenty-seventh and .thirty-thi~ measures,
although in the latter case it would be advisable to make two separate starts at the first and second intervals of that measure,
Notice in the sixteenth, twenty-seventh, twenty-1ighth, thirty-second, thirty-sixth and thirty-eighth measures, the imitation of the left hand,
answering to the motives pla.ved by the right hHJll. . •
,
--~~-J;:; .
.T. KIROHNEJ_l . .
Alle ro ma non troppo ~ ,,,~
~. Revised and finger::, ~ Willi~ml H. Sherwood!
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LESSON NQ 89

Chicago Ill.

(Ed. von Bulow)

The melodic formula for this-Etude is given in the first measure. It should be played

throughout, with three accents -w a measure.
~llustration N'? 1 shows a r~ythmical ~ivision, wh~ch is for special practice,although the

legato

real
musical rhythm calls for melodic expression on the high notes also.
Ill. JS9 2_
.
Accents, for the sake of rhythmical. study . are shown in Illustration N9 2 in ad~~
dition to the three regular accented beats in the
time measures.
When playing this etude,which is here printed for alternating hands, the expression
and
rhythmical SE!nSe of Illustration NQ Zare.to be carried out. This may be found more difficult for
the re.ason that the accented notes played are iN.dependent of the intervals when the hands alternate.
The first group for the right hand ends on the seventh note. The first group for the left hand begins on the eighth note. The right hand
. should accent the seventh note, the left hand should not accent the eighth note.
~
The management of the two wrists in alternating movements should be very moderately carried out, so as. to assist and not hinder the
necessary delicacy of expr.ession involved in such cases.
.
Although the composer marked the first notes of the second and third beats staccato, and at the end of slurs, these notes should be accented, and the damper pedal should continue their tones through the beat..· In many cases these notes mark a change of harmony. It is
difficult to make the necessary pedal change so as to retain the sound of such tones without including the sound of tones preceding. It will
be well to lift the pedal at the preceding interval, and to not only accent, but leave the accented note with a slow staccato movement. You
must acquire enough dexterity to put the pedal down a fraction of time after, instead of exactly at, this note, to avoid ·a mixture of dis·sonant tones.
·
·
There is an ideal beauty of tone and movement in this etude which suggests the sound of an Aeolian harp.
Vivace ~ 100
- .
J. B. CRAMER
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ETUDES Nos.15 and 16

These studies are for the pur_pose of il!ustrati_ng the P!i~ciples ot carrying the 1!and a~d fingers, witJ: more or less int~iC!J.te detail, a. cross the keyboard. The regular arpeggio reqmres contmual progression to the right with the ascendmg, or to the left with the descending scale. ~he notes in these particular studies alternate with intervals up and down the scale. Nevertheless, with propeI' analysis of finger moveme·nts in lateral direction, you are expected to carry the hand along as regularly as with an.._ordi·nary arpeggio; the principal
. difference being between the fingers, which are to take turns stretching apart from each other and drawing close together, according to
.the notes that one must prepare for. Like the re_gular arpeggio or scale, the fingers can be trained frequently to cross each other during
'this process, as has been explained in earlier lessons. Keep the wrist level, or slightly lower . than the knuckles, which should b'e uniformly
about one and a half inches above the keyboard. The stretches are sufficient in this study to call for occasional extended finger positions ;
but unless stretched far enough to demand such additional freedom, the fingers should be trained to make th~ir movements up and down
while curved.
·
.
.
For example: When playing D, the second note in the e~cerpt from NQ f5,the second finger can be curved;. when playing D again, with
the same finger at the fourth note, the progressfon of the ~and. toward the right will have been enough to cause you to straighten the sec. ond finger in its position as turned to the left. The hand slhould he opposite the key when first played, but considerably to the right of the
key when played the second time. The hand should be squ!arely opposite each key in turn, the fingers doing the sideward movements.
The s~ggestions for practi~e given in Lesson N<?:- . 6D, in regard to slow practi~e and fast practice, by turn~, also loud' playing and
soft playing by turns; to practice on the surface of the keyboard, etc., are equally applicable here. The lateral mot10ns can be betterlearned,
and the muscles more independently developed with delicate practice . on .the surface of the keyboard; (suspending the weight of the hand
in mid-air,) than when playing heavily.
·
J. B. CRAMER
Allegro )\ =rns
.?> .
ETUDE No 15
5182
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ETUDE N'? 16
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LESSON N<? 90

SELECTIONS FR0.1.W

by WilJ.iam H. Sherwood

- Cramer's "'Fifty §elected Studies''

Elude NfJtB ,; J.B. CRAMER
The selection from this etude merely shows the first six measures, with legato practice · for the left hand. The remarks in Lesson NC? 89
withreferen:cetoCramer.Etudes ,Nos.15 and 16 apply here again. The player who will hold each key in turn long enough to look atall of the
fin.gers pfaying,an.d at the keys to be play.ed upon for several intervals ahead, will think how to arrange positions, for the combin.ation and
how to guide the progression of hand and finger s with good jtidgment; , ahead of time. Thus the habit can be formed to be ready for several
notes in advance. In ex;imples like the one befo~e us, the average player is so shortsighted as to make almost none of these ·lateral preparations early enough to .avoid a habit of scrambling for notes. For example: In the left hand passage,
~
fourth ~easuie, when playing the se~opd note;jB1 with the ~bird finger, carry the wrist ~nd
Allegro·moderato
132
fourth finger well to the left. "''hen playing the thil,rd note, C, with the thump, carry the third
~
ffinger to thte hlefdt. Wh ilte ptlhayi'?-ghtt.he notes ~nt'- ththe ~tehcondb and third triplets, keep the second
.
inger stre c e· we 11 o e ng ; a 1ong w1 H
e\ um .
In the fifth · measure, ·w hen playing G sharp ) move the second finger to the left across
the third finger; continue the pressure of the secqnd finger to the left when playing A with
the thumb.
I
'Bring the thumb and fingers towards the notes in'\ the lower octave as soon as each in - turn
~~~~~~~~Iiiil:~i~~~tJ~.
leaves its upper note, With ever.If lateral move keep lfh,e fingers up.
.E
.When beginning the second triplet, arid for seveb.l intervals thereafter, continue a
mild
1 2 1 3 1
'pressure of the wrist to the left.
·
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ETUDE N9 21

J. B. CRAMER
IllU:stratior:j N9 1, is a preparatory exercise. Prepare for the first stroke with a raised ~rist position and with
the
first and fifth fingers down, correctly aimed at their keys. Furthermore, lift the other fingers, curved, and have the
fourth and seqond fingers above their keys. Notice that two fingers will be down,although not yet playing.
Three
fingers will be up. Hold all of the fingers fixed, with unchanging position when playing the first chord through the means of lowering the
wrist. See' Lesson NC/ 14.
·
If correctly done, the second and fourth fingers will now be found abo11e. their keys, prepared to play at the time of the second . chord.
At. the second quarter beat of the measure, play with the second and fourth fingers, hold the keys down, and keep the hand still. Make
no move to let go of the keys or to raise the ,i.vrjst until the third quarter beat. At the fourth quarter beat of the, measure,re-arrange the
aim of the fingers that you are to play with next in order. This will involve putting down the first and fifth fingers while raising the other
fingers, meanwhile keeping the whst up and not playing. The finger action at the fourth beat of this measure must be as definite as at .the
. second beat when playing. It is, necessary to put two additional beats for an equal number of mechanical efforts in this exercise, in order
to enable the student to take enough time for the fall analysis and mastery of the correct mechanical action, between the two different slurs.
Most players never observe enough particulars at the end of a slur and before beginning again, the interval between notes lacking control.

.. .

Ill.N9 ~

.

..

'

'

.

.

I

Illustration N<? 2 is for fi~ger practice with. level hand a.nd legato. playing, since. t.·inger action from the knuckles
===E
E~~F~~~~--no
8-~ ~ust be used between the wnst moves, which begin and end the slur. You will notice the triplet .rhythm iri this exer.;
~~~~e~~'~·~er~
c1se; as a means of overcoming inequalities of touch, a habit too easily acquired with the slurs.
~

~

Illustration N<? 3 is taken exactly from the first two measures of this etude as printed for the right hand.

Illustration NC? 4 transposes the noJes played
in Illustration N<? 3 for the left hand to practice two
octaves lower. The left hand shoµld be us.e d t wd
octm·es lower, also, exactly as the right hand is_ made
to work in -Illustrations .Nos.1 and 2.
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Mazourka .. Polish Dance

LESSON NQ ·91
This Lesso•1i and Lesson Nr: 92
<Jre to be studied together.

A most piquant and effective Polish Dance in~ time. The speed of the aMazourka!' is somewhat between the
"Menuett" and the "Waltz'! There is poetry and grace, as well as verve and whi:q,1sical abruptlll'ss, in this piece.
· and true to Chopin's nature, a touch of pathos, (see measures 45-52 in the midtit of the joyous, laughing phrases.
(a) The mark, a\; means that the w1·ist is to be lowered from a high, preparatory position, to a level . with
the hand, during the performance of two notes, played in rapid succession. This wrist movement can be used to
give a vigorous delivery to both notes, with one impulse. The second note .{ quarter-note) should be accented in
.such a relatio.n. It- gives a. delivery .to the music t~,at might suggest saying aHello'!
.
.
_
/J.
(b) The third measure is to be d1scomiecte.d froln the fourth meas.ure,so as to ::;tart the qmck dash,. ~
fresh and with a new impulse. This will enable you to make the soft notes ( p) sparkling and distinct, ~
immediately following the loud ones (jf)preceding. The groups of quick notes in measures 3, 4, 5, 6, 8, 9, 10,
11, 30 and 50, and similar measures, are -written in a definite way, so as to show exactly how to play them effectively, and accrJrding to co1'rect standards of good taste. Here are given a few examples of the original text.
Compare them with the explanatory method m;ed in this edition ..
The eight bars (measures 215-.32) give us four readings of a phrase which is two measures in length.
Each
time we hear it, we discover ch~nges in the rhythm, in phrasing, in accent, and in the 110tes themselves . . Similarly 1
.the two measures of the phrase, (measure~ 45 and 46) are repeated with changes an equal number of times, with
constant variety( 45-52 inclusive).
Chopin's originality and inventive genius were of the highest order, and these changes show rare styl~ . au'.d
.taste.The mark 11 ~}' indicating use of the damper pedal, is very sparingly used in this. wo;rk, which.. is
too easily marred in its clean, delicate beal1ty through the indiscriminate use of the damper pedal.

Measures iri ·Original Text

F.
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This Lesson and Lesson N <! g'j
are to be studied together:
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A Course in

Music and Piano Study

Lesson No. 93
Thi• luson and Leason No . 94 ar• to
b• studied tog1ther.

by William H. Sherwood

FOUNDATION PRACTICE FOR LEGATO OCTAVE PLAYING
Special Instructions for Illustration No. I-Lesson No. 94, which is a Legato Scale in which each note is to l>e played l>y the thuml>.

Legato Octave playing calls for more skill in using the thumb than does staccato octave playing. The thumb
can be made to twist, alternating between opposite curved positions. The first position for ordinary use is that in
which the heavy part of the thumb (near the wrist) is bent out from under the hand, while the tip part of the
thumb is bent inward toward the hand. This is called the outward curve of the thumb. (See pictures in Lessons
Nos. 3, 4 and 5.) The opposite curve requires one to shrink the heavy part of the thumb in against the hand, and
to stick out the tip joints. This is called the inward curve of the thumb.
To twist the thumb alternately from one such position
to the opposite, suggests the motions of an eel. This
" twist" should first be practiced gently, slowly, without
jerking. Hold the hand flat upon the table, with all the
fingers at rest on the surface, then try to twist the thumb
as described: but in doing so, try to make the tip joint of
the thumb keep in a straight line; that is, when making an
outward curve, the tip of the thumb will be drawn back;
when making the inward shrinking curve, the tip of the
thumb will go forward . It is proposed that the tip of the
thumb shall move in a straight line , from and towards you.
Next, the effort to rest the hand and fingers on the
table should be combined now with curved finger position
and a knuckle position an inch and a half above the table,
as in five -finger exercises . Then practice the thumb movements, as before.
Next, place the hand over the keyboard , and go through
the same processes, allowing the tips of the fingers to remain
unchanged at the surface of . the keys, while the thumb
moves forward and backward over the surface of one key, in
combination with the curving movements already described.
Next in order, raise all of the fingers, except the thumb.
Keep the wrist light; keep the back of the hand and the
raised fingers all steady in mid-air; make the thumb motions
already described slowly and gently. Meanwhile, use such
government of wrist and knuckles and fingers as to keep all
the parts still , and not influenced by movements of the

thumb. The out-curve of the thumb is that which everybody will make naturally when taking hold of an object;
the in-curve will be made to some extent naturally when
relinquishing the hold. When playing upon a white key,
make the out-curve; next, while still holding the key, make
the opposite curve. This will prepare the thumb to make
the out-curve when playing upon the next key. This process should now be carried on from one key to another, in
both directiom along the keyboard. The preparation is
similar when playing upon a white key, whether going up
or down the scale; viz., draw the tip joint of the thumb
inward when playing; then get ready, no matter in which
direction you are reaching to play next, by reversing the
curve, while still keeping the key down. Next, you are to
go through the same practice in both directions as described
above, with the thumb only touching and remaining in contact with the surface of the keys. You are not to put any
keys 'down now, nor to leave the keyboard. During all of
this practice you are to learn to keep the wrist light and
steady, and the knuckle and finger positions unchanged.
As in other exercises, it will be found more difficult to keep
the related parts of the hand and arm and other fingers
steady (not allowing them to mix in with the exercise) ,
than it will be to make the special moves required in the
exercise itself. Minding so many rules is in itself conflicting
at first; but it. leads to naturalness and simplicity, enabling
one to avoid impediments and unnecessary confusion in the
movements of the parts involved.

Special Instructions for Illustration No. 2- Lesson No. 94, which is a Legato Chromatic Scale, in which each note is to l>e played l>y the thuml>.

An exception to the rule of making two motions of the
thumb for each note played, can be practiced when playing
alternately upon white and black keys . In preparing to
leave any white key, we should have the inward curve of
the thumb . This same inward curve can be maintained
unchanged when striking upon and holding a black key. It
causes the thumb to have a position partially across, or at
nearly right .-.a ngles with the black key. It is not necessary
to make the outward curve until striking upon the next
white key . You should make the inward curve , at the
moment of leaving the key. In other words, when playing
upon two keys, one white and the other black alternately,

make an outward curve upon the white and an inward
curve upon the black key, thus necessitating only one move

each for the notes played; but when going from white to
white keys, both moves must be made for each note played.
If the wrists be pitched up and down in playing legato
octaves, motions can be made to substitute quite largely for
the independent skill of the fin~ers, but will prove a detriment to acquiring finger skill and flexibility. Of course,
each thumb should practice upon intervals across the keyboard in both scale progressions, and at greater distances.
We only illustrate with enough printed notes to explain the
principles involved.
Illustration No. 3 in Lesson No. 94, is a suggestion of
preparatory work for the thumb in legato octave playing,
when the intervals are greater than those of the scale.

Special lnstru&ions for Illustratiops Nos. 4 to 6-Lesson No. 94, which show Scale Passage~ in which each note is to be played by the fourth or fifth fin er.
Illustrations Nos. 4 to 6 show, fi r st, Scale progression; second,
a prooression of greater intervals than those of the scale, for preparatory practice leading to legato octave playing, as they involve
the use of the fourth and fifth fingers. These fingers now must
be trained to make three kinds of independent motion. Turn the
wrist in· that is the right wrist t o the left, or the left wrist to
the right. Practice. as usual, with one hand at a time. Select
notes on the keyboard away from the m!ddle octaves preferably
to those directly in front of you. The right hand can best .be
trained with notes above the treble staff, and the left hand with
notes below the bass staff. Keep the wrist invariably light and
relaxed; it must be neither heavy nor stiff under any circumstances. This is a rule for piano practice throughout. and one
that frequently requires more attention and extra training than
the special work the student may be trying to do at the moment.
If the.r e be a tendency to make the wrists stiff and heavy, it may
be necessary to use additional intervals, between the notes playea,
for wrist tests. For example, if one is playing quarter notes, and
has such trouble with the wrists. it will be well to change to half
notes and take the extra time of the second quarter interval for
testing the wrist. Keep the knuckles of the fourth and fifth
flngerl moderately high, about two inches. Play upon a key with

the fifth finger, with a curved position of that finger, meanwhile
stretching the fourth finger beyc!_"± it in a less curved position, as
will be necessary to reach a point above the next key, when the
order of the fingers i3 inverted. With the wrist level and limber,
and turned in, and with the height of the fourth and fifth finger
knuckles as just described, there should be entire freedom in this
unusual position. When playing with the right hand fourth
finger and lifting the fifth finger, the fifth finger can stretch out
beyond to the right, and the fourth finger should curve in.natural•
ly, to allow a free passage of the fifth finger. The action of the
fingers crossing each other, taking turns in continued progression,
suggests putting one foot forward while bending the knee alternately. for the other foot. and vice versa, as in walking. During
this progression the wrist should remain turned in, not shifting
to the right and left.
The three movements of the fingers are respectively:
L Down and up. in order to play and leave the keys.
2. Right and left alternately, to get across the keyboard.
3. Straightening out and curving in, in order to facilitate the
movements right and left. The student should practice these
exercises npon the intervals of the diatonic major and minor, also
chromatic scales; upon the intervals of the arpeggios of the major

and minor chords; chords of the dominant seventh and diminished
chords, both for thumb and for the fourth and fifth fingers.
NOTE-One frequently finds that the temptation to pitch up
the wrist and crowd down the knuckles of the fourth and fifth
fingers is very great. Such a condition stiffens the wrists and
cripples the fingers. If so, try the exercise given in Lesson No. 65,
Illustrations Nos. 1and2. Of the three points, viz., wrist, finger
tips and knuckles, the first two named are to remain stationary'
resting on the table, while the knuckles are to go up and down.
This should be practiced gently and slowly.
Again, you will find that while this method of fingering would
be comparatively easy for the right hand going up the scale,
when moving in the opposite direction it is much more difficult.
When the right hand plays a passage with the fourth and fifth
fingers alternately descending the scale, the wrist should pull
continually to the left, without either heaviness or violence, but
enough to keep ahead of the fingers moving in that direction,
Each finger, when raised from its key, should draw in to a curve
while the other finger must necessarily straighten out, to adml
of the progression. The fingers keep up while cro11Sing,
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Selections from Kullak .''Octave Studies"
Op. ·4 8, Book 2, .lF! II
Illustration N91 is taken from the left hand work in the first r,neasures of the second etude of Kullak's Octave Studies, Op. 48 1 Book 2 .
. The marks for the forearm(vv) are again in evidence, the first mark being a minimized combination of the other two. The ,fifth finger
. is ..to be prepared w\th a down hand and up wrist posiiion, be~ore striking the first note. The act of playing· with the dowrl'tmn movement
should be modified to a very srr.all degree of this movement, hsed so lightly a=? ,to be instantly ready for a recoil of the forearm to its
. high positidn. Meanwhile the fifth finger keeps clos.e to, or at its key, and makes sure of the right note with a slight clinging effort. The
. second interval must be prepared for with the wrist up and 'the hand down, with the fingers which are to play arranged so as to take
. aim at their keys. When lifting the forearm from the first note pfayed, and before lower.i ng it to play the second time, change the fin. ger positions, with the movements that you would expect to make if those fingers were playing ordinary legato. But as explained in
.Lesson NQ 82, Illustration N'.1 2, the ordinary finger motion, calling for flexibility at the knuckle joints, is to be· made only while the wrist
.is up, after leaving one note and befo~e playing the next one.
·
When playing at the second interval . (which is done with the down arm movement, to a position ·where the hand should be level). you
.should have the finger which i's to play at the third interval r8ised. That finger should play with ordinary legato movement from· the
.knuckle down, simultaneou!;lly with the lifting of the fingers ftom the preceding notes. After playing the third interval, hold t~e finger
down, with fixed ~ondition of the joints, while maki!1g: an u_p arm mo.ve. The music in this measure is to be played softly, consequently
..all forearm and finger movements should be madevnth much· mo<lerat10n.
·
The work tq be Clone in the next three meas•1res is similar; but ·notice t_he , crescendo mark~ . at the fourth meaimre,you are to play loud.
All the motions here can consequenUy be made with greater length of stroke, but with equal discrimination and definiteness.
.
.
Ht;re we find the m~vement~ of t.~o parts used by turns; viz., fi:irearm moveme!1t, with fixed, energized fingers; and. finger motions
. of ordtnar.y legato playing. During this Work, and for general practice, you are advised to watch th~ .upper part of the arm, and learn to
. keep the elbow down,near the side, ar at the side. In making mo~ions of the forearm up and down, players are tempted to push out the
. elUow when lifting the wrist, and to let the elbow back when lowering the wrist. It would be well to rest the elbow on a table, · and go through
. Rll the motions described in the above exercise, with very moder.ate length of stroke, but without the fa'ltlty assistance of motions of the upper
arm. If you make this kind of discriminaq~n, you will learn to distinguish in all of the other respects, to a much more pr~ctical degree. Try
.the experiment oCholding a book under your arm against the side while practicing this and otht:t' exercises.

Illustration NI/ 2. After practicirtg Etude N'.1 t, you will understand what to do with alternate act~on of the forearm and hand, The oc. taves here are to be played staccato, the first octave in each measure to be accented. Ati·the end cif!'ome mea$ures is a comma, which was
. print~d J>y ~ullak originally. The up arm mark at the final octave in the measure, is my way of ~howiilg how to observe this comma,which
is to ha~e an influence upon playing like that of taking breath between phrases · in ' . speaking,- just enough to get ready for conspicuous ac. cent in ~he next octave, but not intend,e d as an exaggerated pause. As in the preceding examples, you ar~ expected to get ready in each
. case bef:ore striking. You are to lift the hand from these octaves 1 leaving the for,eatm down. It must not go down below a position where
the wrist will be about level with the knuckles, when the keys are down. Keep the forearm at the wrist in the same unchanged Rosition
while tossing the hand up and down, throughout the measure, but' when lifting from the final octaye in this measure, where you seethe"/"
(up arm mark) and the comma, leave the hand down substituting the wrist lift.
Notice that the octaves are part on white keys and part on black keys. If the wrist move up 'for black octaves, and down for white octaves, it is much easier to regulate the touch and to play with equal ease upon the black and white odaves. One should notice particularly
that the . position of the fingers upon the white octaves should be well over the keyboard, so that one will not !:>e obliged to shove the
hand forward when reaching for black keys. _It is very improv.ident . ~o play upon the edge of the ~eyboard ~·hen striking whi~e o_c tayes, if
there be black octaves to play. Players are in danger of makmg a JOlt of the forearm one way with Oie white a,nd anotfier with the black
keys~ V.'e should seek such a .position as will enable us to avoid such a source of unevenness when playing, unless the change be made purfu~~~l~. T,he above remarks suggest two ways, one of changing, the other of maintaing fixed wrist positions. Both are worth trying
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Illustration Ne.> a is beginning a repetition of the left hand work, as in Illustration NQ 1, with the difference that where we had an eighfo
interval and a legato slur, we now have two staccato sixteenth notes. The fin:t of the sixteenth notes, you willobse'rve, is preparedforwith the
up wrist position. Com:equently, the down arm stroke is to be made at that si~teenth note; an, up hand move to leave the sixteenth note; down
and up hand moves at the second sixteP.nth notei::; down hand movement at the next eighth, which, however, you are to leave through the mediuta of up arm motion. The illustrations given are very short, whereas the etudes referred to are several pages in length. They are very
brilliant and pleasing concert pieces.~Illustration NI? 4 suggests artistic touches and means of acquiring th~m.
·
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SONATA

Op. 31., N9 3.

NOTE: Tke letters (a) (b) (c), etc., referred to and explained below, ..1(:-ill be found here and there throughout th.e Sonata.

ABBREVIATIONS: PS. signifies Principal Subject, SS.,
Secondary Subject, OlS., Concluding Subject, A., Appendix,
Tr., Trnnsition, ])(}., Development-group, Rp., Episode.
(a) (126) This metronomic indication (126)gives the rwerage
tempo of this movement, though it is now and then to
be somewhat modified (independently;ofthe ritardando's
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Observe he.re and at similar places that
ritardando
means slackening by degrees.
Be always careful at this figure not to transfer the accent belonging to the first note to the second, whereby the first sixteenth note would become like a short

appoggiatura. Accent the first note on the beat.
'<e) Continue, after all pauses in this movement, with fresh
attack, but without a rest, properly speaking.
"t--:.:::~per ·"h 1.
cent marks are made di erent sizes for obvious reasonc:,
A
as follows : '
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Fable

(FabUau)

JOACHIM RAFF', Op. 7i>, No. 2
As the name implies, we may expect a fairy tale or c:RomanceWithout Worcls" in this pie~e. Raff had most poetic, imaginative an!i original
conceptions fo music.
We have a minimum of notes and a maximum of effectiveness, musical beauty and ideality. In the first .division the left hand carries the
song theme throughout, as if first sung by a sonorous bass voice, and later on taken up ·by a melodious tenor. _The · middle part . suggests · .a
m<j.rch and gives a further effect, if played with firm fingers and steady rhythm, that one might expect from the use of horns cmd 6ther wind
h.1 struments in"Lohengrin"or"Tannhauser?' This part develops to a joyous climax, an.d finally breaks away from the march rhythm, at ~he· 117~1.!
mea~.ure, into a cadenza which is as effective as it is simple, and thoroughly iq keeping with the composition.
·
At the clqse the first theme is taken up by a joyous soprano Vl)ice, accompanied by undulating fragments of arpeggio chvrds. These chords actually lack the definite support of regular accented beats and fundamental bass notes, suggesting a sense of rare delicacy' and. ideal beauty to
the imagination, as if our people in the musical story before us were dwelling in mid-air and supported by light, fleecy clouds.
After a light cadenza the final phrase is ta\<en up again as it were by the tenor voice, supported by the sustained keynote as an organ-point
in the bass. Allow for the change of time, from sixteenth notes to triplets of eighth notes.
'The theme should be played le~to throughout, with a clinging use of the fin~ers an d w'.th pler.ty of rhythmical impulse. One should play
. the accompanying chords with delkat,e forearm action arid the arpeggio figures with alight "velvety" touch and a very moderate mrivement a{ the fingers.
It is desirable to have a diminutive undulation of the fore-arm at the wrist, when minding the short rests of the accompaniment part, in
. order to guard against play,ing too heavily.
.
The marks for the aamper pedal ( L--1), fingering and expression have been very carefully supplied and should be scrupulously observed •
. The phras.es and metrical formation are invariably in :groups of four measures each.
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